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Abstract 
This study focuses on the concept of video games where creative expression is the 
objective of the game. The study was initiated as a reaction to “Without a Goal” 
(Juul, 2007), which implies that creative expression and objectives in games are 
polar opposites. This study explores the idea that these concepts are aligned and 
compatible, and that they can be integrated in games in such a way that creative 
expression is not just possible and allowed, but where the objective of the game is for 
the player to express themselves creatively. Furthermore, for the game to quantify 
the result of the creative expression and reward the player based on the quality of the 
creative expression. However, the creative works that are an output of this study are 
commentaries on such games, rather than attempts at creating such games. 
 
I engaged in practice-led research, using cycles of design, implementation and 
reflection, to explore this area of video game design. In my literature review I 
uncovered definitions and ways of thinking that indicate that creative expression and 
objectives are not necessarily opposites; rather they are in some ways aligned. 
Through my practice I created a suite of games which playfully examine the concept 
of creative expression as the objective in video games. The project is called One 
Removed and consists of a website offering six games. Each game explores a 
different aspect of the research topic and comments on that aspect through 
procedural rhetoric.  
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Chapter 1: Introduction 
1.1 ARTIST BACKGROUND 
My bachelor’s degree was in Computer Science and after attaining my degree I 
spent almost two years working as a computer consultant before making the move 
into the video game field. 
I worked as a professional video game developer for nearly 10 years. I was a 
level designer and world designer for various video game development companies in 
Norway, Australia and Canada. I worked on several big-budget titles that have had 
both critical and commercial success. 
In 2010 I started working as a tertiary level lecturer, primarily teaching units 
related to video game design, but also units related to game development projects 
and project management. 
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1.1.1 Gameography 
The following is a list of my commercially released titles. Unreleased titles are 
not included, nor are personal side projects. 
 
Game  Studio  Role 
Legend of the Guardians: Owls of Ga’Hoole 
(Warner Bros. Interactive Entertainment, 2010) 
Krome Studios Senior Level Designer 
Transformers: Revenge of the Fallen (Activision, 
2009) 
Krome Studios Senior Level Designer 
Star Wars: The Clone Wars: The Lightsaber 
Duels (LucasArts, 2008) 
Krome Studios Senior Level Designer 
Hellboy: The Science of Evil (Konami, 2008) Krome Studios Senior Level Designer 
Surf's Up (Ubisoft Entertainment, 2007) Ubisoft 
Entertainment 
Level Designer 
Splinter Cell: Double Agent (Ubisoft 
Entertainment, 2006) 
Ubisoft 
Entertainment 
Level Designer 
Prince of Persia: The Two Thrones (Ubisoft 
Entertainment, 2005) 
Ubisoft 
Entertainment 
Level Designer 
Splinter Cell: Chaos Theory (Ubisoft 
Entertainment, 2005) 
Ubisoft 
Entertainment 
Level Designer 
Anarchy Online: Shadowlands (Expansion Pack) 
(Funcom, 2003) 
Funcom World Designer 
Anarchy Online: Notum Wars (Booster Pack) 
(Funcom, 2002) 
Funcom World Designer 
Anarchy Online (Funcom, 2001) Funcom World Designer 
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1.2 NATURE OF THE RESEARCH 
This study is undertaken from the perspective of a game designer’s practice. I 
have extensive experience developing games, and as such it was natural to use that as 
a foundation for my research. The methodology for the research is creative-led 
research and the creative output of the research is a suite of small game prototypes. 
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1.3 RESEARCH OVERVIEW 
The field of video games development is broad and diverse. Video games are 
played on PCs, Macs, consoles, handhelds, mobile phones and web browsers. Video 
games are played by children, teenagers, adults and the elderly. They are categorised 
into many different genres, providing a wide range of different player experiences, 
from games requiring quick reactions to those that encourage reflection and 
consideration. Video games vary greatly in terms of price point, play time, play 
modes and gameplay mechanics. In my own career so far I have been involved with 
creating just 11 commercially published titles, and yet they have great diversity: 
single player surfing penguins; cartoon demons fighting evil; fantasy style princes 
rescuing princesses; and photo-realistic super spies trying to save the world.1 
Despite this broad diversity, I believe there is still room for more exploration, 
discovery and invention within the medium. 
After many years of making and playing games I have noticed a pattern that 
seems dominant throughout this diversity: the use of destruction and violence.2 
Whether it is a shooting game, a strategy game, role-playing game or a fighting 
game, the player’s immediate objective is often to destroy something or someone. It 
was based on this observation that I have chosen, in this study, to examine the idea of 
games where the objective is the opposite of destruction. 
There are many games that are not about destruction, such as some puzzle 
games, simulation games, economy games and sports games. However the lack of 
destruction in these games does not necessarily mean they are a proper counterpoint 
to the destruction games. Rather, they are destruction neutral. The opposite of 
destruction is creation, so in order to offer a proper counterpoint we need games 
about creation and creative expression – games where the players can create 
something new. 
                                                 
 
1 In order of appearance: Surf’s Up (Ubisoft Entertainment, 2007), Hellboy: The Science of Evil 
(Konami, 2008), Prince of Persia: The Two Thrones (Ubisoft Entertainment, 2005) and Splinter Cell: 
Chaos Theory (Ubisoft Entertainment, 2005). 
2 I am not trying to make any kind of moral judgement on games that feature violence here. I am 
merely pointing out a perceived imbalance in the underlying themes of our collective game design. 
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In 2007 Jesper Juul wrote an article called “Without a Goal”. In this article Juul 
talks about games that do not focus so strongly on goals, but rather offer more 
freedom for the player to do what they want, to express themselves and to create. 
Juul writes about three main categories of games: ‘Games with Obligatory Goals’; 
‘Games with Optional Goals’; and finally ‘Games Without a Goal’ (Juul, 2007). 
Juul’s article highlights how games can be understood in a broader sense than 
just being about objectives. They can be avenues for the player to express their 
creative side. 
But one possible weakness of Juul’s approach is that he only discusses these 
concepts as if they are opposite extremes on a spectrum, with obligatory goals on one 
far end and freedom and expression on the other. He implies that they are somehow 
mutually exclusive – if a game has freedom of expression that game cannot have a 
clear goal (Juul, 2007). 
The exegetical component of this study examines several different areas of 
research related to this topic. The focus is on the conflicted relationship between 
objectives and creative expression that Juul describes. The study argues that though 
games that fit into Juul’s spectrum are plentiful, there is also the possibility for 
games to combine these two concepts and to make games where creative expression 
is the objective. 
The creative work component of this study is based on a practice-led research 
methodology. It primarily consists of a series of games, framed around Bogost’s idea 
of procedural rhetoric (Bogost, 2007) which seeks to explore and expose the concept 
of games where creative expression is the objective. 
The final part of this exegesis contains design thoughts, technical 
implementation details and reflections on my creative works. 
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1.4 RESEARCH FOCUS 
This study is focused on two primary areas. Firstly, it seeks to examine and 
explore how the concept of creative expression can be combined with the concept of 
objectives in video games in such a way that creative expression becomes the 
objective. 
Secondly, the study seeks to use the creative works it produces as a way to 
engage, through practice-led methods, with the concept of games where creative 
expression is the objective. It also seeks to use these creative works as a vessel for 
communicating part of the outcome of the research and commenting on the research 
area, in such a way that the message is conveyed through the systems of the games 
rather than directly through spoken or written text. 
1.5 RESEARCH BOUNDARIES 
This study aims to engage with the question of whether creative expression is 
compatible with the goal-oriented nature of video games, in order to gain a deeper 
understanding of whether these concepts can co-exist within the framework of a 
video game or if they are in some way incompatible, as Juul suggests. I engage with 
these concepts through exploring them in my own practice, trying to find new ground 
within the area of video game design and expanding the space of what video games 
can be. 
Owing to the broad and diverse nature of both video games and creative 
expression, I find it necessary to set boundaries for this study – to make it clear what 
will and what will not be included within this exegesis and the associated creative 
works. 
In terms of video games, this study is undertaken from a ludological point of 
view, meaning that games are understood to be primarily concerned with rules, 
systems and objectives (Aarseth, 1997; Eskelinen, 2001; Frasca, 2003). 
This study primarily deals with the concept of video games where creative 
expression is the objective, but it is not trying to uncover potential production 
processes for such games. It does seek to uncover the parameters that would describe 
such games, but it is not trying to produce solutions or procedures for how such 
games could or should be made. 
 Chapter 1: Introduction 7 
The creative works serve several functions. Firstly, they are a way for me to 
engage with the concept of games where creative expression is the objective through 
practice-led exploration and research. Secondly, they allow me to use the process of 
games design to comment on the act of design. Thirdly, the final products are 
procedural rhetoric pieces which seek to comment on the research topic though game 
mechanics. 
It is important to note that the games I make do not themselves have creative 
expression as their objective. They are commentaries on such games, rather than 
attempts at creating such games. 
In terms of an audience for the games, this study is focused on the game design 
principles that provide the foundation of the games, rather than the people who will 
be playing them. As such, very little emphasis is placed on the aesthetics or usability 
of the games. The games come with basic instructions, but very little in terms of 
guiding the player through the experience. 
The experience of the player is not a focus of this study. The player is 
considered as a natural part of the design process (Björk & Holopainen, 2006), and 
the creative works are intended to communicate to the players, but this 
communication is intended as being one-way. As such, no player feedback is sought 
as part of this study, either quantitatively or qualitatively. The creative works are 
intended to speak to the players through procedural rhetoric. They are designed to 
have a certain impact on the players, but measuring the effectiveness of this impact 
or gathering of comments from the players is not part of the scope of this study. 

 Chapter 2: Literature Review 9 
Chapter 2: Literature Review 
This section deals primarily with the first part of the research focus: examining 
the potential compatibility between the concepts of creative expression and 
objectives in games. 
The purpose of this literature review is to examine whether the concepts of 
creative expression and objectives in video games are compatible, but both of those 
terms are vague and ambiguous. Before I explore further I will establish some 
definitions which will serve as the foundation for the remainder of this study. 
2.1 GAMES AND OBJECTIVES 
For many people games are what children play, or the underlying principles of 
sports. But there are many, and differing, definitions of what a game is. 
Suits (1990, p. 41) offers this definition: “Playing a game is the voluntary 
effort to over-come unnecessary obstacles”. 
This definition is a good way to describe games in a way that makes sense to 
most people. Playing games such as soccer, tag or running track and field can be 
immediately understood as trying to overcome unnecessary obstacles; doing things 
that do not need doing. But the definition is a bit simplistic and too broad. If I chose 
to wear uncomfortable shoes on my way to work, specifically because they were 
uncomfortable, and therefore had trouble walking, I would be voluntarily trying to 
overcome an unnecessary obstacle, but I would not say I was trying to play a game. 
McGonigal (2011, p. 28) supports Suit’s definition and adds to it by offering 
this observation: “Games make us happy because they are hard work that we choose 
for ourselves”.  
This observation can at first be a little startling, as most laypeople are likely to 
see games and play as being on the opposite side of the spectrum from work. 
However, if we consider the rules and objectives that make up the structure of games 
they do resemble work. But the big difference is in the choice of doing it. We choose 
the kinds of ‘work’ that are more enjoyable. And by the fact that it is our choice, it 
becomes more enjoyable. But McGonigal offers an observation, not a definition. 
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Costikyan (1994) says: “A game is a form of art in which participants, termed 
players, make decisions in order to manage resources through game tokens in the 
pursuit of a goal”. 
This brings us closer to the kind of activities most people think of as games and 
words such as ‘tokens’ call up images of board games. But if one removed the 
reference to word ‘players’, the same description could be used for activities such as 
politics or business. A more specific definition is needed in order for it to be useful. 
Crawford (2003) takes a more radical approach in his definition of games. He 
starts with the category of creative expression. If the work of creative expression is 
made for beauty, he calls it art; otherwise it is entertainment. If the work of 
entertainment is interactive he calls it a plaything; otherwise it is movies, books, etc. 
If the plaything has goals, he calls it a challenge; otherwise it is a puzzle. If the 
challenge has competitors, he calls it conflict; otherwise it is a competition. If the 
conflict allows competitors to attack each other, he calls it a game; otherwise it is a 
competition. He summarises this by defining games as “conflicts in which the 
players directly interact in such a way as to foil each other’s goals” (Crawford, 2003, 
p. 8). 
At first glance Crawford’s definition might seem to be a very narrow one, 
stating that only multiplayer adversarial games count as games, and that single player 
or cooperative games do not count. But he also states that computers can act as 
competitors, which again broadens the definition. 
Salen and Zimmerman (2003, p. 80) state that “A game is a system in which 
players engage in an artificial conflict, defined by rules, that results in a quantifiable 
outcome”. This definition is focused on the rules and systems that make up games, 
rather than aspects such as aesthetics, mood and story. As such it fits into a larger 
movement of ludological thinking (Aarseth, 1997; Eskelinen, 2001; Frasca, 2003), a 
way of understanding games that focuses on the aspects of games concerning 
systems, rules, objectives and outcomes. This is a good fit for the stated ludological 
approach for this study. 
Another ludological definition is Juul’s: 
“A game is a rule-based formal system with a variable and quantifiable 
outcome, where different outcomes are assigned different values, the player 
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exerts effort in order to influence the outcome, the player feels attached to 
the outcome, and the consequences of the activity are optional and 
negotiable” (Juul, 2005, p. 36). 
Looking back at all of these definitions we can see that some of them are in 
clear opposition to each other. For example, Costykian’s definition boldly claims that 
games are art, while Crawford states that games cannot be art. Some, such as Suits, 
focus on the perceived freedom of choice while others, such as Salen and 
Zimmerman, focus more on the clarity of objectives. 
Some of the definitions discuss games as a wider field of study, which can 
include activities such as card games or soccer, while others focus on games played 
on computers. To a certain degree, definitions for one field can be applied to another 
without losing much or any of the original intended meaning, because video games 
are essentially a subset of games. They are games that are played on a computer or 
displayed on some kind of video screen (Brathwaite & Schreiber, 2009). So the 
definitions that address games as a wider field still apply to games played on 
computers. However the same is not true in reverse: in Crawford’s definition a 
computer can act as competitor, a concept that cannot easily be translated back to the 
wider field of games. 
Since the definitions are so many, varied and at times contradictory, it is hard 
to claim that any one definition is inherently more correct than another. Different 
definitions suit different situations. For the purposes of this study the aspects of 
objectives and goals are most relevant, therefore I will use one of the ludological 
definitions to determine whether something is a game or not. As Juul’s definition 
offers more detail, and since this study is inspired by – and to a certain degree written 
as a reaction to – his article, his definition of what constitutes a video game will be 
used as a basis for understanding video games throughout this exegesis. 
But Juul’s definition covers games in general, whereas this study is focused on 
video games in particular. Based on Brathwaite and Schreiber’s description 
(Brathwaite & Schreiber, 2009) video games will, for the purposes of this study be 
understood as games, as defined by Juul, that are played on some kind of computer. 
 12 Chapter 2: Literature Review 
Objectives will also be understood based on Juul’s definition. Objectives, or 
goals, are outcomes of the game which are assigned positive values, towards which 
the player should be working (Juul, 2007). 
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2.2 WITHOUT A GOAL 
With these functional definitions of games and objectives we can start to 
explore how goals can be used in games, how they can be present in varying degrees, 
and how they can relate to creative expression (see section 2.3 Creative Expression). 
In a 2007 article titled “Without a Goal” Juul examines the nature of goals in 
video games, and how different games focus on objectives and goals to different 
degrees. He analyses three games: Scramble (Konami, 1981), Grand Theft Auto: San 
Andreas (Rockstar Games North, 2005), and The Sims 2 (Maxis, 2004) categorising 
them as having obligatory goals, optional goals and no goals, respectively. 
In the case of Scramble (Konami, 1981) a simple side-scrolling flying game, 
Juul observes that the player is forced to pursue the game’s objective. Doing 
anything other than this will cause the game to end. The player has next to no room 
for creative expression within the game. 
In the case of Grand Theft Auto: San Andreas (Rockstar Games North, 2005) 
an open world action game, Juul notes that the game has a strong focus on goals, but 
it also offers a large degree of freedom. The player is not forced to pursue the goals 
all the time – they are free to wander around without any kind of punishment from 
the game. The player can set their own goals and pursue those instead, and then 
return to the stated goals of the game when they wish. In this case the player can 
pursue goals or express themselves creatively, but can only do one at a time. 
In the case of The Sims 2 (Maxis, 2004) a simulation game where the player 
controls the lives of a small family, Juul says that the game has no stated goal, but 
instead offers a system of rules that dictates how the game will respond to the 
player’s inputs and actions within the game. Here the player is free to express 
themselves creatively, but though the player is free to make their own goals, the 
game offers no goals or objectives of its own. 
Juul states that while games with clear objectives and goals are enjoyable, they 
might lead to gameplay experiences where the player will simply optimise their 
strategy in order to win, and in doing so ignore other actions possible within the 
game which the player would actually rather explore. Games with less pressure to 
pursue goals can accommodate more play styles and afford more room for 
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expression on the part of the player (Juul, 2007). Specifically, Juul states that “When 
the player is not under strong pressure to optimize a strategy, the player is afforded 
room to play for other purposes, such as designing a house that the player finds 
aesthetically pleasing” (Juul, 2007, pp. 191–203). 
Juul’s article seems to imply there is a spectrum of how designers can use goals 
in games. It is essentially a dial that can be turned from zero to maximum, and the 
more focused on goals the game is, the less room there is for player expression. 
Conversely, the less focus a game has on following goals, the more room there is for 
the player to do what they want – and thus be able to express themselves. 
However, if we think of the relationship between objectives and creative 
expression not as a spectrum, but as two separate – and independent – characteristics 
of a game, we get a different image. We could imagine a diagram with the amount of 
perceived creative expression as the X axis and the focus on the objective as the Y 
axis of the diagram. 
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The diagram would look something like this: 
 
Figure 1: Perceived amount of Creative Expression and Objectives in games 
Following Juul’s categorisation, where the proportions are direct opposites, 
creates a diagonal channel of games from the top left to the bottom right. These 
games choose a place on the spectrum between full focus on objectives with no 
creative expression (the top left of Figure 1) and full focus on creative expression 
and no objectives (the bottom right of Figure 1). In terms of Juul’s examples, 
Scramble would be in the top left, Grand Theft Auto: San Andreas in the middle and 
The Sims 2 in the bottom right. 
This model assumes the trade-off is obligatory. If we reject this notion then we 
can start to imagine games in the remaining two major areas of the diagram. In the 
lower left corner would be games with low degree of focus on either creative 
expression or objectives. In the top right corner would be games with a high degree 
of focus on both creative expression and objectives. 
Games with low degrees of creative expression and objectives (bottom left) are 
beyond the scope of this study. These games could focus on other things, such as 
story, graphics, music or some other way to appeal to players. The model 
acknowledges their existence, but other than that they are not relevant to this study. 
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Games such as Grand Theft Auto: San Andreas (Rockstar Games North, 2005) 
may at first glance seem to belong in the top right categories of the diagram as they 
offer both objectives and room for creative expression. But that would be to ignore 
what these games really do: they offer the player the choice to work towards the 
objectives or to do other things, such as expressing themselves creatively, but never 
both at the same time. If I were to take a canvas and a set of brushes and glue it to a 
Ludo board, I would not have created a new activity that integrates objectives and 
creative expression. I would merely have put two separate activities into one 
package. That is what these games do: they offer the choice without trying to 
integrate them. In these cases, the two elements are opposed to each other. The 
player has to choose which to focus on at any given time. As such, they water each 
down, rather than complement each other. 
This study will focus on games in the top right of this diagram: games where 
objectives and creative expression are integrated; games where the creative 
expression is the way to reach the objective. 
2.3 CREATIVE EXPRESSION 
Creativity and creative expression have several definitions, but unlike the 
definition of games, as previously discussed, here the definitions are less divergent. 
There are definitions which focus on the positive creative force of creativity, such 
that it benefits a wider audience: “… that process which results in a novel work that 
is accepted as tenable or useful or satisfying by a group at some point in time” (Stein, 
1953, p. 311). There are also simpler definitions which focus more on the novelty 
element of creativity: “… an act that produces effective surprise” (Bruner, 1962, p. 
18). 
Most of the definitions focus on two main aspects of creativity: novelty and 
quality. That which is produced through the process of creativity needs to be original 
and somehow distinctive, but also in some way good or useful (Kaufman & 
Sternberg, 2010). 
Kampylis and Valtanen (2010) reviewed 42 existing definitions of creativity 
and concluded that creativity can be defined as an intentional activity, performed by 
an individual, occurring in a specific context which produces product(s). The product 
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must be novel and have value. The components are also referred to as “the 4 Ps of 
creativity: person, process, press and product” (Kampylis & Valtanen, 2010, p. 198). 
Compared to the definitions of a game, there is a fairly strong consensus that 
creativity and creative expression hinge on the concepts of novelty and some sort of 
value. That will be the understanding of creative expression used for this study. 
2.4 DIFFERENT WAYS THAT GAMES APPEAL TO PEOPLE 
Based on my own observations, and experience as both a player and designer 
of games, games where creative expression is the objective are either very few in 
number or they do not exist.3 One possible reason for this is the perceived mutual 
exclusion between creative expression and objectives in games, as described by Juul. 
To examine this notion further I will examine the different ways that games appeal to 
people, to see if there is indeed a mutual exclusion, or if the two concepts are 
compatible. 
To understand games and their appeal to the people who play them we first 
have to understand the nature of play in a broader sense. 
Johan Huizinga (1998) was one of the first to explore the field of play. 
Huizinga was an early cultural anthropologist and laid much of the foundation for 
how we understand play and games today. He described play as something we do 
separately from our activities in ‘ordinary’ life, something we don’t do for material 
gain and something which exists within its own space and time. 
Huizinga definition of play is broad, and includes all kinds of play under one 
heading, including game-like activities like playing cards or sports, but also areas 
such as the theatre or a court of justice. 
The next step in understanding the nature of play comes from the work of 
another cultural anthropologist: Roger Caillois (1961). He identified four basic kinds 
of experiences through play: agôn, alea, mimicry and ilinx. These map to the four 
ideas of: competitive play, chance-based play, make-believe play and experiences of 
vertigo, respectively. 
                                                 
 
3 An in-depth study of existing games measured against the stated definitions of game and creative 
expression is not within the scope of this study. As such I can not say definitely whether these games 
exist or not. But it is my observation that if they do exist they are few in number. 
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Unlike Huizinga, Caillois identified different ways of playing – different kinds 
of play that produces different experiences. Different people might be drawn to 
different experiences, and to different kinds of play. 
Huizinga and Caillois describe the field of play, as opposed to games 
specifically. As previously stated, games can be seen as a sub-domain of play. 
Games are play with rules and objectives added. In other words, play that has been 
formalised can be called games (Salen & Zimmerman, 2003). 
People play games for many different reasons, but common to them all is that 
they want to experience something. Games are about creating an experience for the 
player. To quote Jesse Schell: “When people play games, they have an experience. It 
is this experience that the designer cares about. Without the experience, the game is 
worthless” (Schell, 2008, p. 10). 
As with play, different types of games offer different kinds of experiences, and 
different players want different experiences, even from the same game. Individual 
players may even want several different experiences from a single game.  
Richard Bartle (1996) defines four fundamental player types. Though the list 
was originally written for players of MUDs (Multi User Domains, early text-based 
multiplayer games) it has proved useful for analysing current day players of Massive 
Multiplayer Online Role-Playing Games (MMORPGs) and also other game genres. 
The four types are: Achievers, Explorers, Socialisers and Killers. 
 Achievers are mainly interested in gathering points and increasing their 
‘level’. Their player satisfaction comes from completing goals and 
rising in the ranks. 
 Explorers are more interested in knowing everything there is to know 
about the game than about the goals themselves. They may explore the 
actual physical space of the game or the rules, testing its boundaries. 
Their player satisfaction comes from learning and discovering new 
things. 
 Socialisers are much more interested in people, and are likely to spend 
more time communicating within the game than actually playing the 
game. Their player satisfaction comes from making connections with 
other people, helping them and forming relationships. 
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 Killers thrive on imposing themselves on others, causing other people 
distress. In a sense, Killers are the negative opposite side of the 
Socialiser coin. Where Socialisers seek to help others and make their 
gaming experience positive, Killers aim to make other player’s gaming 
experience negative (Bartle, 1996). 
Bartle’s list of player types is interesting as it establish games as containing 
many different experiences – not just overcoming obstacles and beating opponents. 
Bartle lists socialising and exploring as two of the main appeals, which opens the 
way for other non-objective related appeals as the main focus in games. But the list is 
still limited: it is focused on just players of massive multiplayer games, which is only 
one genre among many, and only focuses on the kind of gameplay these games offer. 
Something wider reaching is needed to cover all the different kinds of games that 
exist. Furthermore we need to identify the reasons people play games with 
objectives, as well as why people play games that let them express themselves, to see 
if these can be aligned. 
Jesper Juul states that working towards a goal is considered a source of player 
enjoyment: “According to a widespread theory, video games are goal-oriented, rule-
based activities, where players find enjoyment in working towards the game goal” 
(Juul, 2007, p191–203). But in addition to this he points out that creation is also a 
source of player enjoyment: “There is much indication that many players find great 
enjoyment in creating (and showing off) families and houses in Sims, and exploring 
and perfecting their clever manoeuvres in the Grand Theft Auto series” (Juul, 2007, 
p191–203). 
Jane McGonigal (2011) mirrors this line of thought by including ‘creative 
work’ in her list of enjoyable work4 in games. She lists similar activities as Juul, 
including “designing our homes and families in the Sims games” (McGonigal, 2011, 
p. 31). 
Nicole Lazzaro (2010) produced a list of four reasons people enjoy and play 
games: Hard Fun (Fiero), Easy Fun (Curiosity), Serious Fun (Excitement) and 
People Fun (Amusement). For each term Lazzaro lists several associated emotions 
                                                 
 
4 The list is based on McGonigal’s statement that: “Games make us happy because they are hard work 
that we choose for ourselves” (McGonigal, 2011, p. 28). 
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and activities. For Hard Fun she links the primary emotions of frustration, fiero and 
relief. These are emotions tied to struggling to overcome an obstacle (frustration) and 
then finally succeeding (fiero and relief). But as part of this category she also 
mentions the ability to create. So here not only is creation recognized as a source of 
‘fun’ in games, but it is placed in the same category as overcoming obstacles and 
reaching objectives. 
Jason Tocci (2012) takes a similar view. He identifies five general concepts or 
activities within games that players find appealing: Accomplishment, Imagination, 
Socialization, Recreation and Subversion. Under the heading of ‘Accomplishment’ 
we find the familiar concept of winning, completing a game, domination and fortune 
(winning through luck). But Tocci also lists ‘Construction’ (using a game to create 
art or objects) under the same heading. His justification for including it in this 
category is: “because acts of creativity in games are similarly goal-oriented, and 
often accompanied by external indicators of success or failure (such as appreciative 
comments by forum-goers looking upon your screen shots)” (Tocci, 2012, p. 2). 
This insight is crucial: it indicates that from the player’s point of view, creative 
expression and goals are aligned. From this we can start to challenge the previously 
perceived polar opposite relationship between the two concepts. It shows that 
creative expression as the objective in video game design is a valid area for further 
exploration. 
2.5 INTRINSIC AND EXTRINSIC MOTIVATION 
Another potential obstacle to the compatibility of creative expression and 
objectives in video games is what kind of motivations they offer the player. 
There are many reasons someone would be motivated to play a game. They 
might be compelled to play it for the enjoyment of the second-to-second gameplay. 
They might be looking to beat the ‘high score’. They might be simply trying to kill 
some time. They might be reviewing it for research purposes, or a multitude of other 
reasons. These motivations are generally outside our control as game designers, as 
they are driven by the player’s lives and the influences they have on them. But we 
can still structure games to cater for or attempt to satisfy certain types of motivations. 
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One way to think about motivation is to divide it into extrinsic and intrinsic 
motivation. Intrinsic motivation “refers to doing something because it is inherently 
interesting or enjoyable” while extrinsic motivation “refers to doing something 
because it leads to a separable outcome” (Ryan & Deci, 2000, p. 55). 
When seen in relation to the rest of a player’s life, games are intrinsically 
rewarding. With the exception of professional game players, the player does not earn 
anything or gain anything from playing the game (Huizinga, 1998). However, when 
we consider games in isolation, they tend to be driven by extrinsic rewards. Games 
can have high score tables, leader boards, achievements or other kinds of positive 
feedback or reward which can be seen as separate from performing the individual 
tasks within the game. 
Activities related to creative expression are usually intrinsically motivating. 
For example there are many people who paint or play music as a hobby, without any 
external motivation or monetary gain. And so the creative expression within games 
would also be intrinsically motivating, unless a reward is specifically provided. 
However, when that creative expression is made the objective of the game, and some 
sort of scoring or reward is introduced, it might be said to constitute extrinsic 
motivation. 
There can emerge a conflict between these two different sources of motivation 
which can result in different styles of play, either of which can be problematic for the 
concept of creative expression as the objective in games. In the case where players 
are motivated by the creative expression, the entire scoring system is arguably 
redundant as the player does not rely on that component for enjoyment. In the case 
where the player is motivated by the scoring of points, the element of creative 
expression can become weakened, as the player is more likely to try to come up with 
ways of simply scoring more points, rather than focusing on their own creative 
expression. The presence of the scoring mechanism can directly negatively affect the 
quality of the creative expression (Hennessey & Amabile, 1998). It can also reduce 
the player’s enjoyment of the game as extrinsic motivation is associated with lower 
levels of engagement than intrinsic motivation (Ryan & Deci, 2000). 
Although the presence of extrinsic motivation can negatively affect the 
intrinsic motivation and thus the creativity of the player (Frey, 2002) that does not 
mean that the creativity is altogether negated. Rather, a new experience can emerge 
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where neither the intrinsic nor the extrinsic motivational elements are as strong as in 
activities that focus purely on one or the other, but where the overall experience is 
nonetheless a positive one. 
2.6 TECHNICAL LIMITATIONS AND PLAYER CO-AUTHORSHIP 
Perhaps the most important obstacle to the compatibility of creative expression 
and objectives in video games is the technical limitations inherent to video game 
design. 
Creative expression relies on the ability to create something new that has value. 
Within a game this means that the player has to be able to come up with a solution 
which differs from exactly what the designer had in mind when designing the game. 
The player has to be able to contribute to the experience with their own creativity and 
become co-creators or co-authors of the gaming experience. But the way video 
games are designed and programmed limits this ability. Within the aspect of games 
that relate to objectives, challenges and obstacles, for example, the player only has a 
limited number of ways to overcome the challenges posed by the game designer. 
Rather than being able to create their own solutions, the player is instead limited to 
selecting from the choices and solutions provided by the game designer. This goes 
counter to the ideas of both creativity and co-authorship. 
In traditional pen and paper roleplaying games, player co-authorship of the 
gaming experience is fairly common. In such a setting the game master presents 
players with a situation, which usually constitutes some sort of obstacle. It is then up 
to the players to come up with some sort of solution to overcome the obstacle. This 
can be almost anything, so long as it conforms to the rules of the game and the 
abilities of their characters. The game master then evaluates the players’ solution and 
decides whether it is sufficient to overcome the obstacle. The exact sequence of 
events can change drastically based on what kind of solutions the players put 
forward, and the gaming experience becomes a co-creation between the players and 
the game master. The player has an important role as the instigator of the action and 
the creator of solutions to the obstacles posed by the designer. 
In computer games there are limitations that mean the player is forced to take a 
much more passive role in the relationship between player and designer, and also has 
to contend with much simpler solutions. 
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Computers, at the lowest level, are only able to discern between the binary 
values of one and zero. Everything else they do is as a result of being able to perform 
computational operations on these ones and zeros at a very high rate and in very 
large volumes. As a result, there are certain ways to program computers – and 
therefore video games – that are easier than others. Primarily these are based on 
variables (numerical values) and events. In a video game, if a player shoots an enemy 
or collects a certain object, this can be considered an event, which could trigger a 
variable to update. The winning conditions of that game can then be based the player 
reaching a certain score (variable value) or reaching the end of the level (event). 
This structure lends itself well to game developers planning out, ahead of time, 
which variables and events will be important, and what the general sequence of 
events will be within the game. But if we want to make games where creative 
expression is the objective, the balance of this structure shifts. Rather than the 
designer planning out the content and progression of the game experience, it is the 
player who is creating the content, and then asking the game to make a value-based 
judgement of how well he has performed. 
Humans can perform this task relatively easily, based on our intuitive 
processing abilities (Frankish, 2010), but for computers this is much more 
complicated. There is no easy way to create a variable for how good a player’s 
creative expression is within a video game. The result of the creative expression 
would have to be reduced to ones and zeros and then analysed using complex 
algorithms, before the variable could be given its proper value. 
Given enough time to implement this complexity, computers are capable of 
replicating many functions that are easier for humans, such as spatial relationships in 
an image (Wang, 1999). But realistically most video game developers will not go to 
these sorts of lengths when creating new games. They rely on events and variables 
that are easier to implement. In racing games, for example, the main winning 
condition is usually which player crosses the finishing line first. This is a metric 
which a computer can very easily evaluate, as it simply relies on simple timers 
(variable) or detecting which object is the first to connect with a trigger at the finish 
line (event). No judgment needs to be performed on how well the racers performed 
their driving. It makes sense from a cost-benefit perspective to create video games 
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where the obstacles and their solutions are more aligned with what a computer is 
good at measuring. 
In the majority of video games the designer is also removed from the actual 
playing of the game. In pen and paper roleplaying games a game master can spend 
time alone designing a campaign the players, and then personally guide them through 
the gameplay experience, responding to their solutions and changing parameters and 
elements of the campaign as required. Video game designers have only the first part 
of this equation. According to the MDA framework (Hunicke, LeBlanc & Zubek, 
2004) designers determine the mechanics of the game. The mechanics then give rise 
to the dynamics of the game, as the player interacts with the mechanics. The 
dynamics, in turn, produce aesthetics (in this case meaning emotions and 
experiences) within the player. Working backwards from the desired emotions and 
experiences designers can decide on what dynamics should emerge from the game, 
and then what mechanics are required to produce these dynamics. The mechanics are 
then the only part that is actually created by the designer, while the dynamics are 
created by the player interacting with the mechanics. But the designer does not have 
the ability to change the mechanics based on the player’s choices while the game is 
being played5. This means that before releasing the game, the designer must decide 
on a set of solutions and options that will be available to the player. This again 
reduces the room for player co-authorship of the gaming experience. 
Some video game designers attempt to circumvent these problems by allowing 
human players to take on the role of game master within the setting of a video game. 
This way the players still have some room to create their own solutions and the 
computer is relieved of the duty of attempting to measure or judge the validity of 
these solutions. However, this is an unsatisfactory solution to the problem. By 
inserting a human being into the role of game master the game becomes less of a 
video game and more of a game being played between human players, with a 
computer facilitating the play. 
We are then left with the option of making computer algorithms capable of 
evaluating the players’ solutions and judging whether they are valid for the 
                                                 
 
5 With games that are connected to the internet the designers do have the option to change their games 
with updates, patch fixes or extra downloaded content. But this is a broad, sweeping change, 
propagated to all players, rather than individualized responses to specific situations. 
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challenges posed by the game and its designer. However, the potential structure and 
functionality of these algorithms is beyond the scope of this particular study. 
2.7 CREATIVE EXPRESSION AND EMERGENCE 
Another aspect to consider is the room for expression based on the fundamental 
structure of the game. 
One obstacle to combining creative expression and objectives is the idea of the 
creativity being intentional on the part of the individual. This could cause a conflict 
in the context of games in general, and video games in particular. The chosen 
definition for games states that they are rule-based formal systems, which might limit 
or even preclude the intentionality and freedom of expression on the part of the 
player. For example, there is little room for expression in games such as Ludo or 
Snakes and Ladders, although in theory a Ludo player could express themself by 
stacking the pieces in a certain way. They could also express their displeasure for 
being last by wiping the pieces off the board entirely, and in so doing breaking the 
rules of the game. In video games there is usually less room for breaking the rules in 
particular, and also less room for general self-expression. In a video game version of 
Ludo, for example, the player is not able to arrange their tiles in a way of their 
choosing, unless the designer has specifically given them a way of doing so. 
Although some games preclude even this low level of expression, there is 
indeed room for creative expression within rule-based systems. It is simply a matter 
of creating the rules in such a way that the player has room to do something other 
than simply follow a linear, pre-determined path and bring something of themself 
into the game playing experience. The game must not constrain the player in such a 
way that these options disappear. 
In order to allow creative expression in the first place, let alone have it be the 
objective of the game, the designer has to choose a structure for the game which 
supports this. 
Juul (2005) describes the difference between games of progression and games 
of emergence. Games of progression are defined as games where the steps of the 
game are planned out by a designer and it is up to the player to discover and follow 
these steps. Games of emergence are defined as games where the player interacts 
 26 Chapter 2: Literature Review 
with a set of rules and the gameplay and challenges emerge from this interaction. As 
a rule games of emergence offer a much larger possible set of game states than 
games of progression, which in turns means they offer more variety (Salen & 
Zimmerman, 2004). 
This larger number of game states means that games of emergence offer more 
room for the player to explore and do different things. There are more and different 
ways to play, and more reason to re-play the game, as each play session can be 
different. Games of emergence also lend themselves more to the possibility of 
creation, expression and experimentation. Richard Rouse III echoes this line of 
thinking when he states that “Nothing is more rewarding for players than devising 
some obtuse, unobvious method for solving a puzzle or a combat situation and then 
having it actually work” (Rouse, 2005, pp. 117–118). Games of progression tend to 
get tedious once the player has played through them a few times as the solution is 
always the same. Further to this, there is a risk that after finding the solution, the 
player might have a lessened sense of achievement or satisfaction, if they realise that 
the clever solution was not of their creation, but rather that of the designer. The 
player merely discovered the solution the designer had already decided was correct. 
In order for a game to allow creative expression, there has to be room for doing 
something other than what the designer had in mind. Thus, games with creative 
expression as the objective have to be designed and created as games of emergence 
rather than games of progression. 
However, emergence and progression are not binary opposites. Games can 
exhibit traits of either, and can have varying degrees of each. 
Rock Band (Electronic Arts, 2007) a game where the player performs a range 
of songs, usually on a plastic guitar peripheral, is a game which mainly has the traits 
of a game of progression. Each song is a level within the game, and each level 
proceeds in an entirely linear and pre-determined manner. Each song consists of a 
sequence of notes, which correspond to coloured keys on the guitar peripheral. The 
player must hit the correct button at the correct time, while also strumming a strum 
bar, in order to score points. The player has no influence on the order of the notes or 
which button should be pressed. Based on this, it would seem that Rock Band is 
purely a game of progression.  
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Nonetheless, the game also has emergent elements. The player can choose 
which song to play at any given time. As they successfully complete songs, they get 
more and more songs from which to choose, thereby increasing the possible paths the 
game can take from that particular point. At the beginning of each level the player 
can alter the difficulty, which determines which set of pre-determined notes the 
player has to play. Throughout the level, the player is also likely to miss a few notes, 
and if they miss too many then the song – and the level – is over. But not all players 
will miss the same notes. Each play through is therefore a slightly different 
experience, created by the emergent properties of the game’s mechanics. The 
outcome is also different: based on the player’s performance, they will receive 
different amounts of reward at the end of the song. But these emergent properties are 
still outweighed by the more linear properties. So the game is more a game of 
progression than a game of emergence. 
Minecraft (Mojang, 2011) on the other hand, is a game with mostly emergent 
properties. The game contains a vast number of blocks, which the player can interact 
with in different ways, including breaking them down to create building materials 
which they can in turn use to create various things within the game. The game has a 
clear focus on freedom for the player to do what they want within the rules of the 
system, and would seem to be purely a game of emergence. But the game also has 
elements that would make it seem like a game of progression. All players have a 
fixed starting point, with the same few possessions and abilities, and the game 
contains a creature, the Ender Dragon, which serves as a final boss. Defeating the 
dragon gives the game a fixed ending point. 
So emergence and progression, rather than being absolute binary choices, are 
values of opposite proportion along a spectrum. A game can be absolutely about 
progression, absolutely about emergence, or anywhere in between. But the further 
towards progression a game gets, the less room there is for creative expression. 
Therefore we can say that games with creative expression as the objective need 
to predominantly be games of emergence rather than predominantly games of 
progression. 
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2.8 THE PARAMETERS FOR A VIDEO GAME WHICH HAS CREATIVE 
EXPRESSION AS THE OBJECTIVE 
To sum up, I have created a list of working parameters for video games where 
creative expression is the objective. These parameters will be based on the following 
definitions: 
“A game is a rule-based formal system with a variable and quantifiable 
outcome, where different outcomes are assigned different values, the player 
exerts effort in order to influence the outcome, the player feels attached to 
the outcome, and the consequences of the activity are optional and 
negotiable” (Juul, 2005, p. 36). 
A video game is a game, following the above definition, played on some kind 
of computer. 
Objectives, or goals, are outcomes of the game which are assigned positive 
values, which the player should be working towards (Juul, 2007). 
Creativity is an intentional activity, performed by an individual, occurring in a 
specific context which produces product(s). The product must be novel and have 
value (Kampylis & Valtanen, 2010). 
Based on these definitions, along with the remaining findings of the literature 
review, I have created the following list of working parameters for video games 
where creative expression is the objective: 
1. The game must be a video game, conforming to the definition stated 
above; 
2. The game must predominantly be a game of emergence; 
3. The player must be able to express their creativity within the game; 
4. Expression of creativity and the outcome of that creativity must be the 
main goal of the game; 
5. The outcome of the creative expression must be measured by the game; 
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6. The creative expression component and the objective component must be 
aligned in such a way that they do not oppose, diminish or interfere with 
each other, and in such a way that the player does not have to choose 
between focusing on one or the other; 
7. The player must be given non-binary feedback on their performance; and 
8. A high score or victory in the game must be possible by creating 
something which was not specifically envisioned by the designer of the 
game – the game must be open to multiple solutions so that the player is 
able to use his creative expression to create something new or unique 
which produces a winning result. 
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Chapter 3: Methodology 
3.1 PROFESSIONAL BACKGROUND 
I worked as a professional video game developer for 10 years. This background 
has given me a very practical and pragmatic approach to video game studies, with 
more focus on the practicalities of video game development than game design theory. 
I have spent more time making games than thinking about why they are made a 
certain way. Embarking on this research project meant that I had to adjust some of 
my ways of thinking, as well as some of the processes of how I design and develop 
games. 
On the other hand, for the past four years I have worked as a lecturer in various 
subjects related to video games design. This work has allowed me to take a more 
academic approach to video games, analysing how they work and understanding 
their history and structures rather than simply generating content for them. 
This combination of practical and academic background allowed me to 
approach my research topic from both sides and explore it more fully. 
3.2 PRACTICE-LED RESEARCH 
This study has many different facets and parts, which each required their own 
approaches and theoretical frameworks. Of primary concern at the outset was the 
methodology to be used for the research overall. 
My research focuses on exploring the degree of compatibility between the 
concepts of creative expression and objectives in video games, and then 
communicating this through the medium of games. As such, traditional 
methodologies focused on data gathering and analysis are less appropriate and less 
desirable. I wanted a methodology where I could experiment with game design, 
explore new ideas by making games and then communicate the results of my 
research primarily in the form of games. As a result I chose to use ‘practice-led’ as 
my research methodology, as it offers all these possibilities. 
Gray (1996, p. 3) describes the structures and systems of practice-led research 
as “research which is initiated in practice, where questions, problems, challenges are 
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identified and formed by the needs of practice and practitioners”. Furthermore she 
lists the requirement “that the research strategy is carried out through practice, using 
predominantly methodologies and specific methods familiar to us as practitioners in 
the visual arts”. 
In my case I started with a firmer idea of what my research questions were than 
do many other practice-led researchers. According to Haseman: “… many practice-
led researchers do not commence a research project with a sense of ‘a problem’ 
which has to be answered” (Haseman, 2008, pp. 247–253). For me, though, the 
question only emerged after more than a decade of making games. 
My research focus initially arose as a reflection on my career as a video game 
developer and the state of the games the industry produces. As discussed in section 
1.3 (Research Overview) I noticed that many games had violent or destructive 
themes. The majority of the games that did not feature violence still did not have 
strong features of creation as a counterpoint, but rather came across as more 
destruction / creation neutral. I wanted to look at the creative counterpart to the 
destructive theme, so rather than “commence practising to see what emerges” 
(Haseman, 2008, pp. 247–253) I developed my research focus by reflecting on the 
state of the games industry and what kind of games are currently being developed. 
Once the research focus was defined, the research was carried out through 
practice. The main focus of my research was the creation of a series of games that 
comment on this particular area of video games design. The design and development 
of each game was a cyclical process, similar to Haseman’s description of the 
‘enquiry cycle’: “self-critical movement between experience and reflection” 
(Haseman, 2007, p. 152) which allowed me ample opportunity to grapple with, 
reflect on and constantly re-evaluate my understanding of this topic. 
There were two layers of reflective cycles in my methodology. Firstly, there 
was a layer of ongoing reflection whenever I was working on a game. Throughout 
the creation of each game the design would organically change as I responded to 
what I felt would be the correct game design solutions to each situation. This 
approach relied on Schön’s concept of tacit knowing (Schön, 1983) meaning that 
decisions made in the practice of making games were made based on intuitively 
knowing the right thing to do, as a result of years of practical experience. Secondly, 
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there was a layer of reflection after the completion of each work, which helped 
inform the design of the subsequent games. 
An alternative methodology would have been to create a single prototype 
which emulated the concept of creative expression as the objective in a video game, 
and then to perform qualitative data-gathering, asking players and designers about 
their thoughts and experiences while interacting with the prototype. This approach 
was discarded as I felt there was a need to explore the concept from multiple angles 
rather than a single prototype. Fitting both a wide range of prototypes and qualitative 
data-gathering into the scope of a master’s degree was problematic. 
Another approach would have been to attempt to make a game that has creative 
expression as its objective, including accurately measuring the player’s creative 
expression. This would have forced a much higher focus on the algorithms of the 
game and their ability to measure human creative expression, at the cost of the games 
having procedural rhetorical value, and also the range of games I would have been 
able to produce. This would be more appropriate in a computer science context, as 
that field is more concerned with solving programming problems. I was more 
interested in the game design aspects of this topic. Given that I am operating in a 
creative industries context, I decided instead to focus on a practice-led methodology 
where I created games that playfully examine the concept of games where creative 
expression is the objective rather than try to actually make such a game. 
The creative works I made are not designed to be played for entertainment, and 
in some cases are not even games as such. Some do not have creative expression as 
the objective. Rather, I tried to use the works as a way for me to grapple with the 
ideas of this research topic, and also to create artefacts that allow others to engage 
with these same questions. In each instance I examined the idea of creative 
expression in video games and used the concepts of procedural rhetoric to try to 
convey these ideas to the player. As such the works are not just the outcome and 
vessel of my research, but to an extent they are also part of the contribution to body 
of knowledge and the way to communicate my understanding of the topic (Haseman, 
2006). 
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3.3 DESIGN METHODOLOGY 
The topic of games where creative expression is the objective is a relatively 
new one. As such, this study is more like an exploration into unknown territory, or an 
experiment, rather than the examination of something existing. This has had an 
impact on both my research approach and my game design approach. The practical 
aspects of this will be examined more closely in section 3.4 (A different Process for 
Making Games). 
In terms of the research, I realised I needed to design games that did more than 
just entertain. As described in section 3.2 (Practice-Led Research) the games I 
created for this study are designed to be explorative commentaries on my research 
topic, as well as commentaries on what kind of games could potentially be produced 
within the field of games where creative expression is the objective. They are games 
about games. As such the act of game design within this study became a balancing 
act between seeking to create a particular experience for the player, as described in 
MDA6 (Hunicke, LeBlanc & Zubek, 2004), using the game design as a way to 
perform my research through engagement with my practice, as described in practice-
led research (Haseman, 2006), and using the games to comment on the research. 
In terms of my own design process, this approach emerged naturally and 
instinctively. As described in section 4.2 (Concept Evolution), the game design 
direction was initially closer to my more commercial practice and focused more on 
games for entertainment than what I have now produced. But through iteration and 
reflection I progressed from making games to entertain to making games about 
games. 
In this respect, that my games use design to make comments about design, my 
work mirrors the ideas of critical design. This can be understood as the practice of 
using design to comment on design, usually with the goal of provoking in some way 
(Dunne & Raby, 2007). It is often associated with design work that is trying to 
                                                 
 
6 MDA is a conceptual framework for understanding games, both from an analysis and design point of 
view. ‘MDA’ stands for ‘mechanics’, ‘dynamics’ and ‘aesthetics’. Mechanics are understood to be the 
underlying rules and structures of a game. Dynamics are the behaviours of the game and the player 
when the two interact. Aesthetics are the emotional responses in the player as a result of interacting 
with the mechanics.  
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challenge sociocultural norms (Bardzell, Bardzell, Forlizzi, Zimmerman & Antanitis, 
2012) and expose the ethics of design practice (Bardzell & Bardzell, 2013). 
An example of the former is the ‘Significant Screwdriver’, a screwdriver which 
is the result of a research through design study, “intended to transgress gendered 
divisions of labour in the home” (Bardzell, Gross, Wain, Tooms & Bardzell, 2011). 
The team set out to design a screwdriver, not for the explicit purpose of solving an 
everyday problem, but to expose and examine how product design is tied to, and 
perpetuates, pre-existing gender roles. They postulate that power tools, such as the 
screwdriver, have historically been a way for the man to carve out a more masculine 
role for himself in the traditionally more feminine arena of the domestic sphere. Over 
time, as men design more power tools for men, the design of the tools will generally 
be more masculine than feminine, will appeal to a more masculine market, thereby 
perpetuating the idea that power tools are for men. In designing the ‘Significant 
Screwdriver’ they sought to disrupt this notion, by designing it in such a way that the 
practical usage of the tool was more directly linked with more feminine values 
(Bardzell, et al. 2011). 
Critical design can also be employed for other purposes and within other 
disciplines. In a more general sense we can say that critical design can be used to 
challenge assumptions and preconceptions or upset the current status quo (Dunne & 
Raby, 2007). My works may not be attempting to challenge sociocultural norms, but 
they do fit into this broader interpretation of critical design. 
My works are about experimenting within an underexplored area of game 
design. They challenge the established current state of commercial game design and 
explore different ways games can be designed, and different experiences that can be 
derived from interacting with them. This is similar to what Gaver calls ‘ludic design’, 
which he describes as having a focus on “exploring a different conception of 
interaction” (Gaver, 2008). 
Another aspect in which my works mirror the ideas of critical design is the way 
in which my games are intended to be wilfully provocative. They are designed to be 
unusual and at odds with how a mainstream game works. They exaggerate, diminish 
or eliminate normal elements of the gameplay experience in order to challenge the 
player’s assumptions. The goal of this disruption and provocation is to be the 
foundation for the procedural rhetoric of the games (see section 3.4.3 
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Procedural Rhetoric). The games are all designed to have messages that are relayed 
through the systems and mechanics of the games themselves. The intention is that by 
making the games unusual and provocative, the message should be more apparent to 
the player, thereby encouraging them to reflect the alternatives that my games 
present. 
3.4 A DIFFERENT PROCESS FOR MAKING GAMES 
In terms of the more practical processes for making my games I also had to 
change my approach. The games I have worked on professionally have all been 
commercial games, with the end goal of entertaining the player for commercial 
success. In order to reach this goal, I have been accustomed to using certain 
approaches, including designing for the end user, focus testing, and collaborations 
between marketing and design. In terms of project management methodologies, the 
games I have worked on have been produced using methodologies typical to the 
games industry, which has usually meant some form of waterfall – a traditional and 
rigid approach - or in some cases Agile / Scrum - a more flexible way to organise a 
project. For this research a different approach was needed. 
3.4.1 Evolutionary Prototyping 
When it came to the actual production of my creative works, I wanted an 
approach which was aligned with the cycles of reflection in practice-led research 
(Haseman, 2007). So rather than traditional models such as waterfall or modified 
waterfall, I needed a flexible methodology which embraced iterations and change. 
Since my project is a small scale, single-man project I rejected Agile 
methodologies like Scrum in favour of something light-weight. I chose a software 
development and project management methodology called evolutionary prototyping. 
Prototypes are often used as a way of testing ideas without incurring the costs 
of full-scale development. The outcome is “a working piece of software that captures 
onscreen the essence of what makes your game special, what sets it apart from the 
rest, and what will make it successful” (Novak, 2012, p. 354). In prototyping there 
are two main options: throw-away prototyping and evolutionary prototyping (Gordon 
& Bieman, 1995). A throw-away prototype is created to test out concepts and 
features, and is then discarded and the proper system built based on the lessons 
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learned. An evolutionary prototype is refined until it becomes the final product. The 
prototype must be built sturdier from the beginning, but the duplication of work 
associated with throw-away prototyping becomes unnecessary. I chose evolutionary 
prototyping as it results in an actual product at the end of the process (Gordon & 
Bieman, 1995), and eliminates the double work associated with throw-away 
prototyping. The demand for sturdier construction was diminished by the small scope 
of the games and the fact that I worked alone, instead as part of a larger team as is 
the norm in the industry. 
The evolutionary prototyping model offered the benefits of flexibility without 
any significant drawbacks. It also inherently focuses on iterative development, with 
the possibility of creating an early version quickly, examining its merits, and then 
employing cycles of inspection, design, implementation and refinement in order to 
produce my games. “Often prototyping is an iterative process, involving a cyclic 
multi-stage design/modify/review procedure.” (Gordon & Bieman, 1995, pp. 85–95). 
This notion of cyclic improvement based on review (reflection) in evolutionary 
prototyping means that there are similar concepts in the methodology for my 
research design (practice-led) and software development (evolutionary prototyping). 
By choosing these two methodologies, I ensured that there was no conflict between 
the approach to the development and the approach to the research. 
Iterative development is also a well-established method of game design in 
itself, as how a game will play is not really known until it has been built. “Through 
the iterative design process, the game designer becomes a game player and the act of 
play becomes an act of design” (Salen & Simmerman, 2003, p. 12). 
In the creation of my works these cycles of design, production, observation and 
reflection exist on multiple levels. The primary level was editor-based or stand-alone 
builds of early versions of each game, which I could play and examine, before 
repeating the cycle to make another version. With each repetition of the cycle both 
the idea for the game and the technical implementation became more refined. 
The secondary level of the cycle is between the games themselves. After the 
creation of each game I could examine it and reflect on its design features, 
implementation and procedural rhetoric. In this way each game helped in the 
formulation of the subsequent game designs (see Chapter 5: The Games). 
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Figure 2: Cyclical Development Process 
3.4.2 Using Games to Communicate 
In terms of the actual design of the games, I wanted them to achieve several 
things. I wanted them to be situated within the medium of games, but at the same 
time feel different from most games. I wanted them to be familiar to people who play 
games, but at the same time offer them a new and different experience. I wanted the 
games to communicate some of the findings of my research – in particular I wanted 
them to convey my view that creative expression can indeed be the objective of a 
game. 
The first element of the design equation was to create games that have the 
guise of being regular games. The people who play my games are likely to have 
certain preconceptions when they start playing. Depending on previous exposure to 
games, they will to varying degrees be familiar with certain game concepts and 
conventions, such as interactivity, feedback and score. The games I have created all 
use these conventions in order to make them more easily accessible. 
Each game also has an overt message:  a particular theme or topic which it 
addresses and hopes to communicate to the player. It does this by being centred on a 
particular element which is either deliberately exaggerated, severely restricted or 
removed entirely. 
The goal was to challenge my players by creating gameplay situations that 
differ from the norm. I exaggerated the differences between my games and the 
mainstream games they may be more used to playing, in order to take them out of 
their comfort zone and force them to think about the concepts presented in my 
games. 
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This deliberate differentiation allows the elements of my games to be more 
effectively discussed. The familiarity of the game tropes, contrasted with the 
exaggeration of each particular element creates a juxtaposition which effectively 
highlights that element. The elements become the focus of the game, rather than the 
goal of reaching a high score or solving the puzzle of the game. Through this 
method, the player’s focus shifts from trying to understand the game to 
understanding the designer behind the system (Wilson & Sicart, 2010). 
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3.4.3 Procedural Rhetoric 
As established in section 3.3 (Design Methodology) one of the main functions 
of the games is to comment on my research area. As a designer I felt it important for 
the games to convey their commentary in a way that resonated with the medium 
itself. Rather than talking directly to the audience in terms of written words on the 
screen or through audio, I wanted the games to convey their messages through their 
mechanics. 
According to McGonigal (2011, p. 10) games can be powerful in terms of 
influencing how people act and think. “… game designers [are] ascending to very 
powerful positions in society, effectively enthralling the hearts and minds – and 
directing the energies and attention – of increasingly large masses of people”. I 
wanted to utilise this power to make the player consider the potential of combining 
creative expression with objectives in video games, and convey some of my views on 
the topic. In particular I want to persuade the player that this combination can in fact 
occur, and that games of this type are viable. 
I employed Ian Bogost’s (2007, p. 3) concept of procedural rhetoric, which is the 
idea that game systems can convey meaning and make compelling arguments, in the 
same way as we can do through text or spoken form. Traditionally rhetoric, the art of 
persuading or impressing someone through carefully crafted speech, was delivered 
either verbally or in written form, but Bogost proposes using computational systems 
to deliver rhetorical messages and arguments, describing procedural rhetoric as “a 
technique for making arguments with computational systems and for unpacking 
computational arguments others have created”. 
According to Bogost, using procedural rhetoric can actually be more effective 
than traditional verbal or written rhetoric. Allowing the player to experience the topic 
of persuasion through interaction can make the message more powerful than if it was 
simply spoken or written. “… I argue that verbal, written, and visual rhetorics 
inadequately account for the unique properties of procedural expression” (Bogost, 
2007, p. 30). 
This way of thinking about rhetoric lends itself very well to video games, as 
they are based on computational systems. But beyond being based on computers, 
procedural rhetoric has another fundamental difference: the way in which its 
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arguments are constructed and delivered. While video games can, and often do, 
contain elements of written or spoken text, images or other forms that can convey 
arguments and messages, Bogost proposes procedural rhetoric as a new way to 
convey arguments. Procedural rhetoric’s “arguments are made not through the 
construction of words or images, but through the authorship of rules and behaviour, 
the construction of dynamic models” (Bogost, 2007, p. 29). 
Using this line of thinking, I designed my games as procedural rhetoric pieces, 
arguing the possibility of combining creative expression with objectives in video 
games. Each game is designed with a particular message in mind, and the rules and 
systems of each game are designed to focus on that message. The message is never 
stated in plain text. The intention is that the message will be delivered more 
powerfully, and possibly more clearly, through procedural rather than traditional 
rhetoric. 
3.4.4 The designer’s Creative Expression 
As discussed in section 2.7 (Creative Expression and Emergence) in order to 
have a game where creative expression is the objective it must predominantly be a 
game of emergence, as opposed to progression. However games of emergence to a 
certain degree represent a trade-off on the part of the designer. In games of 
progression the designer can predict events throughout the game, almost as if writing 
the script for a book or a movie. In games of emergence part of that control is passed 
to the player, giving the player a measure of control of their own experience of the 
game. 
This is also true for my creative works. In order to allow the player room for 
creative expression I had to relinquish some control over the form and pacing of the 
game. The player must be able to do things other than exactly what I have 
envisioned.  
This can be at odds with my intention to use procedural rhetoric to convey a 
message or idea to the player. I am not able to foresee all the things that can happen 
in a game that I design. Unlike a film director or a novelist, there is no way for me to 
fully predict what the final experience, the final work, will be until the player 
interacts with it. There will be surprises, both for myself and for the player. “The 
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experience of surprise occurs because the player and designer do not imagine the 
entire game tree and all possible game sessions” (Juul, 2005, p. 82). 
The player has the potential to undermine my intentions with the game. “… the 
player is a necessary but uncontrollable part of the process of creating ludic meaning, 
a function that is created by the gameplay as well as co-creator of it” (Aarseth, 2007, 
pp. 24–28). In this sense, my creative expression has elements of incompleteness and 
uncertainty. In some cases the player will act against my design and produce a game 
experience which reduces their enjoyment of the work, as well as undermining my 
intended creative (and rhetorical) expression. In other cases the player will contribute 
to the work and add creative meaning of their own. My creative expression through 
these games can never be complete without the player as a willing participant. 
Ultimately, the act of relinquishing part of the creative control is a necessary 
and almost unavoidable one: if I had chosen to make games of progression it would 
have undermined the point of the procedural rhetoric relating to games where 
creative expression is the objective needing to be games of emergence. By choosing 
to make games of emergence I had to resign myself to hoping that the player will 
play in such a way that it supports the conveying of the procedural rhetorical 
meaning. 
However, if the player does indeed play the games in such a way, the active 
way I have chosen to deliver my message will mean that they are more likely to gain 
a deeper understanding from the game than if they were more directly, and passively, 
told through a more linear game of progression (Lord, 2007; Dale, 1969). 
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Chapter 4: Creative Works 
At this point the focus of the exegesis shifts to the second part of my research 
focus: exploring and examining – through practice-led methods – the concept of 
games where creative expression is the objective; and then exploring and 
commenting on the research area through games that use Bogost’s concept of 
procedural rhetoric. 
The literature review laid a foundation for the possibility of making creative 
expression the objective in video games. The purpose of the creative works is to 
explore and playfully examine this possibility in an interactive medium, using the 
techniques of procedural rhetoric and the ideas of critical design. 
This chapter contains a brief description of how the project originated and 
evolved into its current form. Chapter 5: The Games contains a detailed breakdown 
of each game, and my reflections on them. 
All the creative works can be accessed through the disc accompanying this 
exegesis (see Appendix A). 
4.1 ONE REMOVED 
My creative works project consists of a series of small games. I gave this 
project the name of One Removed. 
The name is a double reference. Firstly it reflects how each game follows the 
same formula, but with at least one piece removed. Secondly it reflects how the 
games are not actually designed to be games where creative expression is the 
objective, but they are thematically very similar. As such I see them as being one 
removed from the topic on which they are commenting. 
The purpose of the project was twofold: As practice-led research I intended to 
go through the process to gain a greater understanding of games in general, and in 
particular the topics of creative expression in games, objectives in games, and how 
they can possibly be integrated. I also made the games to explore and comment on 
these ideas through an interactive medium. As described in Chapter 3: Methodology, 
the way I explore design is based on critical design. The games are designed to be 
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deliberately provocative and divergent. The way the games communicate is based on 
procedural rhetoric, in that they communicate through their mechanics, rules and 
systems, rather than written text or spoken words. 
All the games were produced in the middleware package Unity. This package 
was chosen because the flexibility it offers in terms of creating different kinds of 
games, as well as its fairly simple to use interface and good scripting reference. 
The games generally appear to follow the same formula: The player is 
challenged to create art in some form. The game then evaluates their efforts in some 
way and gives them a score based on how well they have done. But in each case I am 
removing, or severely reducing, one element of the formula. The reason for this 
approach was to further illuminate the idea of creative expression as the objective in 
games. By having multiple games which explored different aspects of the topic, 
players could engage with them separately, and through playing all the games gain a 
fuller understanding of the topic. Removing an element also meant that the games are 
actually focused on the element they are missing: the element is explored through its 
absence. By creating a series of games rather than just a single game, it has been 
possible for me to engage with each different element in isolation.  
Finally, by making several games, I have been able to follow a cycle of 
reflection where the outcomes of each design process informs the subsequent 
designs, as described in Chapter 3: Methodology in general, and in section 3.4.1 
(Evolutionary Prototyping) in particular. 
4.2 CONCEPT EVOLUTION 
When I embarked on this research, and first started planning my creative 
output, I imagined a single game rather than a collection. Over time that single game 
changed, became multiple games and finally evolved into One Removed. There were 
several ideas that were rejected or discarded during the process, as described below. 
4.2.1 Sculpture Hero 
The first game I envisioned for this project was a game I called Sculpture 
Hero. The concept for this was a level-based game where the player would create a 
sculpture out of various pieces of scrap. Each level would have different pieces 
available, as well as various obstacles, pre-determined pieces or available shapes and 
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sizes into which the sculpture would fit. The gameplay would be similar to a puzzle 
game or a physics puzzle game like The Incredible Machine (Dynamix, 1992) where 
the player has to create Rube Goldberg-like devices. In Sculpture Hero the player 
would have to use the pieces in approximately the correct order and positioning in 
order to satisfy the game criteria for winning. The game would be art themed, but 
would not offer any proper artistic or creative expression on the part of the player. 
At this point the idea of judging the value of the creative expression was 
beginning to emerge, but I had not yet found the proper way to express it. Upon 
reflection I realised the Sculpture Hero only had a veneer of creative expression on 
top of a relatively simple objective-oriented game. It was not the game’s objective 
which was related to creative expression, but rather its theme, much like games such 
as Guitar Hero (Harmonix, 2005). 
4.2.2 Sculpture Builder 
The concept for Sculpture Builder was based on similar core mechanics to 
Sculpture Hero, but the progression and scoring mechanics would be different. The 
player would still create sculptures out of assorted scrap, with each level scored 
based on the characteristics of the sculpture. The characteristics were: 
 Structural integrity – How few pieces touched the ground versus how 
many pieces were stacked above; 
 Symmetry – Whether the pieces were symmetrically positioned, in relation 
to various axes and points; 
 Scrap piece variation – Usage of many different kinds of scrap pieces, 
rather than predominantly using one or two pieces for the majority of the 
construction; and 
 Scrap piece combination – Which pieces of scrap were placed next to each 
other. Interesting combinations would be rewarded over predictable ones. 
This seemed like a more promising concept than Sculpture Hero, but even on a 
conceptual level I encountered the problem of how the game would measure, 
calculate and score all these different criteria. It became obvious that even if I just 
made one game, a disproportionate amount of time would be spent not just on 
making these algorithms, but also learning a lot more physics, maths and 
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programming than I knew at the time. This seemed like the wrong focus, as my focus 
was on game design, not programming.  
The concept of games that revolved around creative expression remained 
interesting to me, and in order to keep the project focused on game design instead of 
programming I moved in the direction of illuminating the topic through my games, 
rather than actually trying to make a game where creative expression is the objective. 
After Sculpture Builder, the general idea of making games about the concept of 
games where creative expression is the objective was becoming a more clear focus of 
my research. After that, every new idea I had for a game actually made it into the 
final suite of games, but rather than sculpturing I moved onto painting as a general 
creative form. It was also only after this point that I started using the theories of 
procedural rhetoric and the concept of removing an element in order to highlight it. 
4.2.3 Games about Painting 
I have painting as a hobby and it felt natural to use a branch of creative 
expression that I was somewhat familiar with. I have also dabbled in music, so the 
games could just as easily have become about that, but the first game I made was 
about visual art rather than audio, so I continued with that form of expression for the 
subsequent games as well. 
While the primary focus of One Removed is painting, there are exceptions. 
Fireworks is the game that stands out the most: while still about visual art, it has a 
much more transitory nature than the other games. Where the other games produce a 
final image, the art of fireworks is ephemeral.  
Art Hero is conceptually about digital painting, but with a very limited number 
of pixels and colours. The actual gameplay elements are block tiles locked in some 
sort of game box. In that sense the game carries with it some of the ideas of making 
art from various pieces of scrap from my earlier game concepts.  
Painter also has similar elements of physical objects, as opposed to paint on 
canvas. The pixels are all physics objects which can be pushed around in the scene. 
The games are not a commentary on painting in particular. Just as it was 
convenient to make the games using an existing middleware package, though the 
works are not a commentary on that particular framework for making games, the 
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theme of painting was a convenient choice. The games could have used scrap 
booking, doll clothes design or cooking. The points these games make through their 
procedural rhetoric are intended as general statements about all kinds of creative 
expression which could be used as the objective in video games. 
4.2.4 The Word ‘Art’ in the Games 
This exegesis consistently uses the term ‘creative expression’. My creative 
works on the other hand consistently use the term ‘art’. The two terms are closely 
related and it is hard to discuss one without mentioning the other. Often the terms 
conflated or confused for each other, but they actually have different definitions and 
uses. As seen in section 2.3 Creative Expression, creativity and creative expression 
are based on the concepts of novelty and usefulness. Art, on the other hand, often has 
definitions which are more self-referential. 
One such definition is George Dickie’s ‘Institutional Theory’, which states that 
an artist is a person who participates with understanding when it comes to making 
art, a work of art is defined as an artefact created for the purpose of presenting to an 
artworld public, and a public is defined as a group of people who are prepared to 
view and understand a work of art (Dickie, 1997). 
Stephen Davies conducts a similar examination of various definitions and 
comes to a very similar conclusion. He states that something being a work of art is 
decided by a certain type of people, but offers a self-referential definition for who 
these people are: 
“Something’s being a work of art is a matter of its having a particular status. 
This status is conferred by a member of the Artworld, usually an artist, who 
has the authority to confer the status in question by virtue of occupying a 
role within the Artworld to which that authority attaches” (Davies, 1991, p. 
218). 
Both these definitions say that art is something that is collectively decided 
upon by people who decide such matters. They define art as a cultural phenomenon, 
agreed upon by a nebulous group of people, something that cannot be easily reduced 
to any kind of quantifiable outcome. 
Given how vague and self-referential these definitions are I decided not to use 
the term ‘art’ for my exegesis, but instead focus on the term ‘creative expression’. 
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However, once I started making the creative works I chose to use term ‘art’ again, 
despite its academic inaccuracy. The creative works are intended for a broader 
audience than the exegesis, which suggests a more accessible form of language. The 
players will not always have the benefit of reading my discussion of the terms 
‘creative expression’ and ‘art’. As such using the term ‘art’ is an easier way to get the 
message across. 
4.3 THE ONE REMOVED WEBSITE 
I feel the games I have created work well in isolation, but work better when 
seen together, as part of a larger context. Each game offers a different angle from 
which to view the topic of creative expression as the objective in a game. The 
intention is that viewing these multiple angles in relation to each other should 
facilitate a better understanding of the topic. 
Continuing the art theme displayed in the games, I created a website designed 
to look like a virtual art gallery. Users are able to ‘move’ between a few different 
rooms in the gallery, leading to a display wall where they are able to access the 
games. 
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Figure 3: The front page of the One Removed website7 
 
In part this is used as a way of recognising that these games, like most games, 
are in themselves works of art – they are cultural and artistic artefacts. There is also a 
thematic connection to the topic of creative expression. The representation of an art 
gallery is intended to underscore the topic of creative expression and its relation to 
art, and act as a framing for the viewer’s mindset as they interact with the games. 
 
                                                 
 
7 The One Removed website is available at http://gauterasmussen.com/Masters/Foyer.html as of the 
writing of this exegesis 
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Chapter 5: The Games 
The following is an overview of the games produced for this research, the 
design considerations that went into each, some of the technical implementation 
details and reflections on what the play experiences are intended to mean. 
5.1 ART HERO 
 
Figure 4: Art Hero – Typical play view 
5.1.1 Core Concept 
Art Hero is a game about the limited options a player is often afforded in 
games and how they inhibit the player’s ability to express themself creatively. The 
element removed from the game is the freedom for the player to fully express 
themself. 
5.1.2 Design 
The player is challenged to create an ‘artistic masterpiece’. They are given 
access to a 3x3 grid of tiles, which they can toggle between black and white states. 
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The 3x3 grid of tiles is the only thing in the game world with which the player can 
interact. The player can click on each tile in the grid, which causes that tile to toggle 
between black and white.  
When the player is happy with their creation, they can click on a ‘Submit’ 
button which takes them to a scoring screen. A scoring algorithm analyses the work 
and gives a score based on the pattern the player has created. The scoring algorithm 
is based on two judging preferences: symmetry and equal use of colour. The best 
score is given for a cross pattern, either diagonally or straight. 
5.1.3 Technical Implementation 
 
Figure 5: Art Hero Unity Scene Overview 
Figure 5 shows the game board, light sources, background and camera positioning 
within the game engine. 
Tiles 
The tiles are implemented as simple flat boxes. Each tile has an associated 
script which triggers when the player clicks on it. The script flips the tile and sends a 
message to a script within the game which keeps track of which tiles have been 
flipped. When the player presses the Submit button, this script passes information 
about the flipped tiles to the scoring screen scene, which in turn calculates a score. 
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Scoring 
Even though the number of tiles is very small, the number of possible 
combinations of tiles is very high (362880). Therefore instead of tracking which 
combination the player has chosen, and selecting the score from a (long) 
predetermined list, the game uses an algorithm to calculate the score. 
 
Figure 6: Art Hero Scoring Algorithm 
The algorithm counts the number of tiles that have an exact symmetrical 
opposite and gives 5 points for each pair. The last line is a calculation of points for 
the distribution of colour use. 
The algorithm results in the follow possible scores: 
0, 50, 70, 80, 90, 100, 120, 160, 210, 240, 280, 320 
5.1.4 Reflections 
Art Hero is the first game in the series and is intended to work on two levels: 
1. As a piece of procedural rhetoric to make the players consider the 
possible restrictions within a video game and how much freedom they 
would need from these restrictions in order to really express 
themselves; and 
2. As a commentary on the difficulties involved in making a game where a 
computer judges a piece of art. 
The complexity of judging art 
As discussed in Chapter 2: Literature Review, creative expression as a concept 
is related to objectives in games. That does not imply that making creative 
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expression the objective of a game is easy to implement from a technical point of 
view. In terms of writing software it is much easier to create winning conditions that 
are binary, or a made up of a series of binary conditions, such as whether the player 
has reached the goal line before the clock runs out or whether all enemies are dead. 
Having a winning condition which includes a qualitative evaluation of the player’s 
performance, such as for example the quality of creative expression, is a lot more 
complex from an implementation point of view. 
In Art Hero, even with a grid of just 3x3 tiles the number of actual possible 
outcomes was still very high, making the process of judging them a considerable 
challenge. To make this more achievable I chose to create an algorithm that simply 
looks for an even use of the two colours, and also symmetry in the resulting pattern. 
This algorithm works in terms of providing the game with a way of judging the art, 
but has shortcomings, the most important of which being that it uses such a narrow 
definition to determine the score each artwork should receive. 
Even though I lowered the bar for the computer in terms of the complexity of 
the art work (3x3), I still had to simplify my approach in terms of the algorithm for 
judging it. This may suggest one of the main reasons there are so few games of this 
type: creating algorithms to judge creative expression is complicated and problematic 
compared to traditional video game development. 
Creative freedom in games 
Art Hero was designed to make people think about what is actually needed for 
the player to create something art-like within a video game. Not all games allow the 
same amount of freedom of expression, but in games with low creative freedom 
players might not even think of this as a restriction, as they are simply focused on 
playing the game. 
Art Hero attempts to make the player consider these limitations by juxtaposing 
the directive of creating an artistic masterpiece with the limited ability to do so. The 
aim is for the player to be confronted by these very restrictive conditions for making 
anything that could be considered ‘art’, and soon begin to think “I cannot create a 
masterpiece within these restrictions!” 
 55 
Chapter 5: The Games 55 
5.2 PAINTER 
 
Figure 7: Painter – Typical play view 
5.2.1 Core Concept 
Painter is a game which removes many of the limitations of Art Hero, mainly 
by giving the player more colours and pixels. It also uses simple algorithms to give 
the illusion of judgement, instead of actually attempting to measure the value of the 
player’s creative expression in any way. The element removed is the critical analysis 
of the creative expression. 
5.2.2 Design 
The player is challenged to create an artistic masterpiece. As opposed to Art 
Hero, Painter has a 30x40 grid of pixels, which they can paint in whatever colours 
they like. The player can also rearrange the pixels themselves by pushing them 
around the screen. When they are happy with their creation, they can click on a 
‘Submit’ button which takes them to a scoring screen on which an algorithm gives a 
score. In this case the score is not based on what their work looks like, but instead on 
the number of pixels painted and the amount of time spent doing it. 
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Shooting games often have Non-Player Characters (NPCs) with fairly simple 
Artificial Intelligence (AI) behaviour. Anything more complicated would take too 
long to design and program, and the computational power required to run more 
sophisticated AI would adversely affect other aspects of the game. In most cases 
these simplistic AI models can still appear realistic to the player. The AI does not 
have to fully simulate the thinking of an actual human being, it simply has to emulate 
it. 
The scoring algorithm in Painter is based on the same idea. Rather than trying 
to fully analyse the player’s work, it generates a score based on how much effort the 
player has put into the work, as represented by the number of pixels painted and how 
long it took. The assumption is that most players will feel their work is worth more 
points if they have put more effort into it. As such the algorithm gives them a score 
which matches their expectations, without actually measuring the player’s creative 
expression in any way. 
 57 
Chapter 5: The Games 57 
5.2.3 Technical Implementation 
 
Figure 8: Painter Unity Scene Overview 
The painting brush is represented as a collision capsule 
Pixels 
The pixels are not actual pixels, but cubes arranged and presented to resemble 
pixels. They are implemented as simple 3D elements, which respond to physics 
forces within the game world. They can move, rotate, collide with each other and be 
affected by simulated gravity.  
 
Figure 9: Painter Cubes 
The pixels of the game are physics-enabled cubes 
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Painting Tools 
The player has a fairly small subset of tools (see Figure 7): 
 Colour picker – a simple RGB slider setup which lets the player pick a 
colour; 
 Painting brush – a brush that allows the player to paint pixels with the 
selected colour; 
 Pushing brush – a brush that allows the player to push pixels around; and 
 Brush size selector – which changes the radius of the selected brush. 
Brush 
The brush is implemented as a vertical cylinder. If a pixel is inside the cylinder 
when the player holds down the mouse button, the brush checks if it is in painting or 
pushing mode, and then performs the appropriate action. It also increases the player’s 
score each time this happens.  
Scoring 
In Painter there are 1200 pixels which can be painted in millions of different 
colours. The pixels themselves can also be pushed around and even rotated by the 
physics engine. Despite this complexity, the scoring algorithm is very simple. 
 
Figure 10: Painter Scoring Algorithm 
The score is the number of pixels interacted with divided by ten, plus the 
number of seconds spent on creating the piece, multiplied by ten. The algorithm also 
requires a certain number of cubes to be painted for time to be counted as a factor. 
This is to counter people from just painting a few pixels, and then leaving it running 
for hours to try to break the system. 
5.2.4 Reflection 
Painter was designed as a counterpoint to Art Hero. Where Art Hero offered 
limited room for expression, Painter offers more room for the player to express 
themself, though still within limiting parameters. The player can paint pictures of 
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whatever they want, be it landscapes, portraits or abstract art, and be scored on what 
they create. 
The scoring algorithm gives the player a score that they are likely to feel 
matches their output, as it is based on the amount of effort they put in. This provides 
a satisfactory illusion of judgement of the player’s creative output, and thereby an 
acceptable approximation of the kind of gameplay experience a player would get 
from playing a proper game where creative expression is the objective. Out of all the 
works, Painter is probably the closest to creating that kind of experience. 
But below the surface the game is not actually judging the player’s creative 
expression at all, as a game where creative expression is the objective should. Instead 
it presents a façade to try to convince the player that it does something it does not in 
fact do. This is not immediately apparent to the player, though, and much of the 
game’s procedural rhetorical strength relies on the player persisting with the game 
and discovering the underlying scoring mechanics. 
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5.3 FIREWORKS 
 
Figure 11: Fireworks – Typical play view 
5.3.1 Core Concept 
Fireworks is a game which on the surface taunts the player by not letting them 
play. Below the surface it is a game about a particular way of judging art, and what 
happens when the player starts playing to win, rather than to make an artistic 
masterpiece. The element removed is the interactivity, though it is possible for the 
player to regain interactive control of the game later on. 
5.3.2 Design 
In Fireworks the player is not challenged to create a masterpiece. Instead they 
are told that a fireworks design competition is under way. Once the game starts 
fireworks start lighting up the screen. However the player cannot do anything to 
interact with or influence the display in any way. 
Interactivity is the strength of the video games medium, and the first part of the 
game highlights this by removing it. Like holding a person under water to remind 
them how important it is to breathe, by removing the interactivity of the game, the 
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player is supposed to contemplate the importance of interactivity. Without the ability 
to interact and change the outcome the game reverts to being more like a movie or a 
real-life fireworks display; it might be interesting, creative or beautiful, but it is not a 
game anymore, according to the definition listed in section 2.1 (Games and 
Objectives). 
Once the game is over the player is presented with a score. The computer-
generated fireworks are randomized and the program normally creates a display 
which is worth a score of 6 or 7 out of 10. The player is then given an option to try 
again. But in the bottom left corner is a small button which says “But I didn’t do 
anything…” If the player presses this button they are taken to the editor, where they 
can design their own fireworks and have it judged according to the same criteria as in 
the first part of the game. The game now becomes about whether the player can score 
higher than the computer.  
5.3.3 Technical Implementation 
 
 
Figure 12: Fireworks Unity Scene Overview 
The box is used as a starting point for all the rockets. The rockets are travelling and 
exploding in 3D space. 
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Fireworks 
The rockets are fairly simple particle effects. Each rocket is given a target 
position and a time at which to explode. The game then calculates how long it will 
take each rocket to get to its target position and when it should launch in order to get 
there. This allows the player to design the actual sequence of explosions in the sky, 
rather than trying to work it out manually by setting the launch sequence of the 
rockets. 
The colours of the rockets are simplified versions of those most commonly 
found in commercial fireworks: red, orange, yellow, green, blue, purple, white, gold 
and silver. 
Editor 
 
Figure 13: The Fireworks editor 
Simple cylinders represent where fireworks will explode. 
The editor uses flat cylinders to represent the explosions. Each cylinder has a 
colour, chosen at random from a predetermined list, which can be changed by the 
player. The player can also change the explosion timer of each explosion via a slider 
or move them around the screen by dragging and dropping them. There is also a 
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timeline slider which allows the player to see a simulated preview of the fireworks 
display. The cylinders grow in size to signify being launched and fade out to signify 
the explosion itself. 
Scoring 
As opposed to Painter, Fireworks actually analyses the output of the creative 
expression, but only one particular aspect of it. It ignores second-to-second timing, 
colour coordination, contrast and composition and instead focuses entirely on 
intensity over time. 
 
Figure 14: Fireworks Scoring Algorithm 
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The scoring algorithm is based on Schell’s interest curves (Schell, 2008). The 
algorithm has a pre-determined intensity curve as its frame of reference, and judges 
the player’s attempts based on this curve. The curve has a few peaks and troughs and 
generally increases as time goes by. Regardless of how many rockets the player uses, 
the algorithm normalises the intensity of the fireworks display so that the values 
range between 0 and 1, the same as its reference curve. It then compares each 
segment of the curve to its reference curve and gives the player negative points 
depending on how far their display deviates from the curve. 
As a challenge, this is almost impossible for the player to get perfectly right. 
They are not told that the scoring algorithm is based on intensity alone. Even if they 
were told this, it is almost impossible to get the intensity exactly right without 
knowing what the reference curve is. This is intended to lead to one of two desirable 
outcomes. 
1. The player ignores the creative expression of the game and focuses on 
attaining a high score; or 
2. The player ignores the scoring system and focuses on creative 
expression. 
If the player has understood the way the other games in One Removed relate to 
the concept of creative expression as the objective in games, they should after a 
while start to question what they are doing and consider the difficulty of aligning 
these two concepts. 
5.3.4 Reflection 
Fireworks is intended to make the player think about the need for interactivity 
both in games and in creative expression. Without interactivity the experience is 
more like watching a normal fireworks display. The fact that it is presented in a 
video game setting should mean the player will have expectations of interactivity, 
prompting a reaction when it is absent. 
If the player presses the “But I didn’t do anything…” button at the scoring 
screen and gets into the editor, the game becomes much more interactive and the 
player can now try to beat the score they saw earlier. 
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As opposed to Painter, Fireworks judges the output of the creativity of the 
player, but only one small aspect of it: the intensity curve of the fireworks display 
overall. It ignores other aspects such as second-to-second timing, colour 
coordination, contrast and composition. Even though the game scores the player on 
their creative output, the focus on one single aspect will mean that if the player is 
aiming for a high score they have more incentive to try to determine which aspect is 
being judged and then address that, rather than create a fireworks display they think 
has creative merit. 
The fact that Fireworks judges the player’s creative output on that single metric 
can serve as a pointer towards how games where creative expression is the objective 
could work. If the game had a wide range of these metrics and could give them 
different weighting based on what kind of work the player created, a score could 
conceivably be generated which reflects the quality of the creative expression. 
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5.4 WINNER 
 
Figure 15: Winner – Typical play view 
5.4.1 Core Concept 
Winner is a game about winning and getting large amounts of positive 
feedback without actually having earned it. By rewarding the player much more than 
they deserve, the game aims to make the player consider the importance of a proper 
challenge. The element removed is any form of negative feedback. 
5.4.2 Design 
Winner is a very simple game which requires very little from the player. Each 
round of the game takes 30 seconds, but there is no real pressure on the player to do 
anything in particular. Even if they do nothing in the game they will still win. They 
will also get more points than in any of the other games. 
However, if the player clicks on the screen, an ‘art meter’ inspired by games 
such as Guitar Hero (Harmonix, 2005) will start to fill up. The meter will go higher 
the faster the player clicks, causing the score to increase faster. Where they click 
does not matter. Wherever the player clicks a randomly coloured splat of colour will 
appear, but the positioning is not taken into account in the scoring. Players can try to 
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create some kind of pattern if they want, but the score will be the same as if all the 
paint splats were in one location. 
There are random events in the game, which awards the player extra points or 
multipliers which last for a short time. 
After the 30 seconds is over, the player is shown a scoring screen and informed 
they are a winner. 
Technical Implementation 
 
Figure 16: Winner Unity Scene Overview 
Figure 16 demonstrates how the various layers of the game are implemented, along 
with light sources and solid borders. 
Flashing Lights 
Every time the player clicks on the play field, a light is created as an extra 
element of positive feedback. The lights fade after half a second to avoid too many 
lights being in the scene at any time. 
Bonuses 
The game will give the player extra rewards at random intervals. There are five 
rewards in two different categories. The ‘+5000’, ‘+10000’ and ‘C-C-C-COMBO!’ 
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(+50,000) all give immediate bonus points. The ‘2X Multiplier’ and ‘5X Multiplier’ 
rewards multiply whatever score the player receives over the next 5 seconds by two 
or five times, respectively. 
Scoring 
 
Figure 17: Winner Scoring Algorithm 
The scoring algorithm of Winner uses a system by which the score is 
continuously increasing. The rate of this increase is based on an array which 
measures how many seconds it has taken to do the 10 most recent clicks. The shorter 
the time, the faster the score increase. There is minimum and maximum to the range: 
the maximum means that the player will still get something even if they do not click 
at all; and the minimum means there is no extra incentive to press as fast as humanly 
possible. Between these two points there is a sliding scale of reward. 
In addition to the measurement of the click rate there is a random component. 
The main purpose of this is to make sure the lower digits of the score keep changing, 
giving the slight extra psychological effect of more positive award by having more of 
the digits of the score change all the time. If the score only went up by 100s and 
1000s this effect might be lessened. 
5.4.3 Reflection 
Winner is a fairly simple piece of procedural rhetoric, focusing on the value of 
critical analysis and negative feedback. The game is designed to make the player 
think about the importance of difficulty in a game by showing how hollow an 
undeserved victory can feel. 
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The theme of the game is still creative expression, but the scope is narrowed to 
a near parody. The room for creative expression is marginalised, with the player only 
being able to select the position where a random splat of paint will be created. The 
scoring system always counts upwards, but at a varying rate depending on how fast 
the player is clicking. The art meter is designed to give the player a skewed 
impression of how well they are doing. The entire game is designed to shift the focus 
away from the creative expression and towards excessive positive feedback. 
The game was intended to show, through play, that having obstacles and an 
actual challenge8 to overcome is still an important aspect of a game where creative 
expression is the objective. The juxtaposition of the overtly positive feedback and the 
obvious lack of any way to lose the game makes that very clear. 
On the other hand, the procedural rhetorical point it makes is not so clearly 
directed at games about creative expression. Rather, the game makes a point about 
games in general: all games need obstacles and challenges in order for a win to feel 
really satisfying. Winner could just as easily have been made about any other kind of 
game. It works well enough for creative expression, but the connection between the 
rhetorical point and my research focus is possibly more tenuous than in the other 
games in this project. 
                                                 
 
8 “Goals provide challenge to players” (Juul, 2007, pp. 191–203). It therefore follows that if the 
challenge is diminished, the value of the goal within the game is also diminished. 
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5.5 FLUID 
 
Figure 18: Fluid – Typical application view 
5.5.1 Core Concept 
Fluid is an interactive piece of software, but it is not a game. There are no 
instructions, no feedback on player actions and no objectives. In the context of the 
overall One Removed experience, it creates a counterpoint to all the other pieces 
which include objectives. The element removed is scoring or judgement of the 
creative expression. 
5.5.2 Design 
From a game design perspective Fluid is very simple. There is no game here, 
so there are no rules to design – no objectives, outcomes, win conditions or reward 
screens. During the design phase the work became more about designing the tools for 
the creativity and about the technical implementation. 
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5.5.3 Technical Implementation 
 
Figure 19: Fluid Unity Scene Overview 
Here I have pulled the canvas overlay to one side so that the effect it has on the 
visuals is more apparent. 
Liquid Colour 
Since there is no game design in Fluid, I wanted to spend more time and effort 
on the tools for creative expression. I wanted the experience to be different and more 
organic. I also wanted the pace to be fairly slow, to give the player time for 
reflection. The solution was to use simulated liquids to slow the pace down. When 
the player clicks on the canvas, the paint is not instantly applied to the canvas. 
Instead a simulated invisible column of paint or ink is created at the point of the 
cursor, which then slowly flows out across the canvas. For every frame of the 
simulation, each pixel on the canvas is checked. If the ‘height’ of the paint is higher 
than that of surrounding pixels, the paint spreads. In effect, the paint seeks its level, 
mimicking a real world liquid. There is also a randomising algorithm in the way it 
spreads out, which gives the paint a more organic look. Whenever the paint spreads, 
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the colour of the pixel into which it is spreading is also checked. If the colour is 
different the two colours will blend together, with the ‘higher’ colour weighing more 
in the colour combination. This allows the player to easily paint over new layers, 
retaining a sense of colours interacting and blending, without the entire canvas 
turning to brown mush. 
 
Figure 20: Fluid Liquid Colour Algorithm 
 
The Canvas 
As Figure 20 illustrates, the canvas is implemented as a transparent plane 
layered on top of the surface where the colour simulation is calculated. The canvas 
layer helps give texture to the player’s work, mimics the look of painting on a real 
canvas, and also softens the colours a little. 
5.5.4 Reflection 
Fluid is intended as a contrast to the other games, with the aim of focusing on 
the topic of intrinsic and extrinsic motivations. 
In playing the previous games, I noticed that there was a tendency towards 
playing the games simply for points, ignoring the creative expression aspect of the 
games. To some degree this can be attributed to the fact that these games are not 
intended as examples of games where creative expression is the objective, but merely 
games that discuss and comment on this concept. Even so, I wanted to make a game 
which explored and commented on the motivational aspects of creative expression in 
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games. I chose to do this by making a game where there was no objective and no 
score, in order to focus simply on the joy of creation. 
Fluid was thus created as a counterpoint to the other games in that it has no 
point scoring system and therefore no source of extrinsic motivation, so that the 
player can experience the intrinsic motivation of the creative expression, contrasted 
with the dual motivational sources of the other games. 
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5.6 SPEED PAINTER 
 
Figure 21: Speed Painter – Typical play view 
5.6.1 Core Concept 
Speed Painter is a commentary on how creative expression is portrayed in 
some mainstream video games. Currently there are some mainstream games with the 
theme of creative expression in which – when one looks deeper – the player actually 
does not have any scope for creative expression at all. Speed Painter was created as a 
commentary on these games. The element removed is the player’s ability to have any 
influence on the creative expression. 
5.6.2 Design 
Speed Painter is based on the game design structures of games like Guitar 
Hero (Harmonix, 2005), in which the player has to press buttons in sequence to 
simulate playing music, combined with the mechanics of Whac-a-mole (Creative 
Engineering, 1976), where the player has to quickly hit a game object as it appears at 
one of a number of possible locations. In Speed Painter there is a limited amount of 
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time in which the player must press on buttons in a pre-determined pattern. As the 
player clicks on the buttons a painting slowly emerges in the background.9 
As opposed to the other games in One Removed, the visual representation for 
progression and the theming of the game is separated from the gameplay mechanics. 
Visually, the game is about making a painting in a fairly short amount of time. The 
player clicks on areas of the canvas, and as a result a painting slowly emerges based 
on where they click. At a glance the game appears to be about creative expression, 
but the underlying gameplay mechanic is nothing more than a clone of Whac-a-mole 
(Creative Engineering, 1976). The player is presented with randomly appearing 
targets and has to click them within a short amount of time. Depending on how well 
they do this, the painting slowly emerges. 
The game is scored in one of two ways. If the player manages to finish the 
painting in time, they are told how many seconds it took to complete the painting. If 
they do not finish in time they are told what percentage of the painting they managed 
to complete. 
 
                                                 
 
9 All the paintings used in this game are my own creation. 
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5.6.3 Technical Implementation 
 
Figure 22: Speed Painter Unity Scene Overview 
Paint Prompts 
The paint prompts are represented as a green circle combined with an icon for a 
paint brush. The prompts fade in slowly over time, with a sudden pop to full colour, 
then slowly fade out again. If the player clicks the prompt before it fades out a 
fragment of the painting is placed where the prompt was, with opacity based on the 
fade of the prompt when the player clicked it. 
The prompts appear randomly on the canvas, but are skewed towards spawning 
in areas that have not been coloured in yet. This is most crucial towards the end of 
the game when there are few uncoloured areas left. Having the prompts appear in 
areas with low colouring means the total time it takes to fill out the painting based 
more on the clicking skill of the player than on random luck of where the prompts 
are placed. 
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5.6.4 Reflection 
Speed Painter is the final game in the series and is intended as a commentary 
on the current state of creative expression in games. It is intended to make the player 
consider the way creative expression in existing games is often just a thematic layer 
pasted on top of the mechanics, and how the games do not allow them to contribute 
their own creative expression as a component of the experience. 
On reflection, the finished game has an interesting duality to it. On one hand 
the result at the end of the game more closely resembles art than in any of the other 
games. On the other hand the player has much less control over the nature of that art 
than in any of the other games. There is no real expression here on the part of the 
player. 
I think the comparative ease of making this game is also an important aspect to 
note. The design process was easier because I could rely on known paradigms from 
existing commercial games. The implementation of the mechanics was quick because 
it mostly relied on very simple inputs from the user translating to a very linear 
progression towards the goal. Following in the footsteps of previously designed 
games sped up the development considerably. This poses a challenge for anyone 
wanting to design games where creative expression is the objective, given that it is 
always easier to copy something existing than create something new. 
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5.7 OVERVIEW OF GAMES IN ONE REMOVED 
Game  Aim(s)  Element Removed 
Art Hero To make the player think about what is 
needed for creative expression to be 
possible, and to provide an example of 
measurement of creative expression in 
a limited context. 
Room and freedom for the players to 
really express themselves creatively. 
Painter To emulate the experience of playing a 
game where creative expression is the 
experience. 
Critical analysis and judgement of the 
creative expression. 
Fireworks To highlight the importance of 
interactivity in creative expression, and 
to attempt to judge a particular aspect 
of creative expression. 
Interactivity – though it is possible 
regain it later in the game. 
Winner To highlight the importance of a 
challenge in games, even if creative 
expression is the objective. 
Any form of negative feedback. 
Fluid To give the player an opportunity to 
contemplate the value of objectives by 
removing it from the creative 
expression. 
Scoring system or any other form of 
commentary on the creative expression. 
Speed Painter To emphasise how little creative 
expression there is in games where 
creative expression is a theme rather 
than a mechanic. 
The ability for the player to have 
influence on the creative expression 
unfolding. 
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6.1 WHAT I HAVE ACCOMPLISHED 
The focus of this study has been two-fold. Firstly I wanted to examine the 
possibility for video games to have creative expression as their objective, and 
establish if the two concepts were compatible. Secondly I wanted to create a series of 
games that explored this possibility and commented on it through procedural 
rhetoric. 
In the literature review, Juul’s article “Without a Goal” was the starting point, 
with its implication that creative expression and objectives are on opposite ends of a 
spectrum. But Lazzarro, McGonigal and Tocci showed more direct links between 
these two concepts. So, though not conclusive, the literature review indicated that 
these concepts could in fact be aligned. 
Through my creative practice I have created six games that each explore and 
comment on various aspects of the research area through procedural rhetoric. The 
games are intentionally disruptive and provocative in order to help focus on the 
message of the games. 
Put together, the creative works and the exegesis form a new lens through 
which we can view and discuss player creative expression, player motivations and 
reward systems in games.  
 
6.2 REFLECTIONS ON THE PROJECT  
Throughout this study, as I have learned more from existing sources and as I 
have progressed in the making of my own creative works, my belief in the viability 
of games where creative expression is the objective has changed over time. At times 
I have felt that I was at the forefront of the field, breaking new ground and inventing 
a new genre. At other times I have felt like the whole topic is irrelevant, that creative 
expression and objectives in games are better off without each other, and that the 
idea of games where creative expression is the objective is a dead end. 
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One of the strongest moments of doubts I had during the research came when I 
started looking into player motivation. The kind of measurement of creative 
expression I describe, designed to provide a non-binary feedback to the player about 
the degree to which they succeeded, can very easily lead to gameplay structures 
where players perform some sort of creative task and are then rewarded with points 
or achievements. In this case, as discussed in Section 2.5 Intrinsic and Extrinsic 
Motivation, there is a risk that the player’s engagement and enjoyment is reduced, as 
their primary motivation switches from being intrinsic to being extrinsic. As a 
designer I have trained myself to try to provide the player with the best possible 
gameplay experience. I found it hard to reconcile this principle with the possible 
reduction of engagement that could result from the extrinsic motivation of 
quantifying the outcome of creative expression.  
However, if we take a broader view, we find that players do not always just 
want to play the ‘best’ games, in much the same way that they do not always choose 
to eat the ‘best’ food or wear our ‘best’ clothes. We like variation. We like not just 
the best possible experience, but different experiences. Seen in that context, the kinds 
of games I am describing seem more viable. 
Indeed, if we look at non-computer contexts, such games already exist. For 
example, there are many forms of games in sports that feature judging by a panel of 
judges, such as ski jumping, gymnastics and diving. Art competitions are another 
example. An artist can submit a painting to a competition, have it judged against 
paintings submitted by other artists, and if the quality of the work is high enough, 
receive some form of reward. Similar competitions in other fields are becoming more 
common, and the subject of reality television. On the television show Masterchef 
(Roddam, 1990) contestants cook food for a panel of judges and their dishes are then 
given a score. All of these can be seen as example of creative expression which is 
given non-binary feedback in a game setting. 
The examples all mirror the ideas described in this exegesis, with the main, and 
crucial, difference being that they are judged by human beings, rather than a 
computer algorithm. This indicates that the concept of games where creative 
expression is the objective is viable, as they already exist. But for these to exists in 
video games there are technical obstacles to overcome. 
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6.3 ROOM FOR FURTHER STUDY 
Though this study does not provide many conclusions or definitive answers, it 
does open up a few possible avenues for future enquiry. 
6.3.1 Continuation of One Removed 
One possible avenue is to directly continue the work that I have started with 
One Removed. The next logical step would be to gather user response data from 
people who interact with the exhibit. This could be accomplished either by adding an 
electronic response form to the website or by exhibiting the works in a physical 
space and surveying or interviewing people who attend the exhibit.  
The goal of the data gathering would be establishing whether the kinds of 
experiences discussed in the games are of interest to the respondents, if they would 
find them worth playing, or if there are possibly other directions the work could be 
driven in. 
However, it is important to remember that the games of One Removed are not 
actually games where creative expression is the objective, but rather commentaries 
on the idea of such games. Therefore, the value of user response from exhibit visitors 
might not be particularly high if they were exposed to the exhibit in its current state. 
Painter is closer to emulating the experience of having creative expression be the 
objective than the other games in the suite, and might therefore suit the purpose of 
user response gathering better than the others. A series of other games using the same 
mechanic as Painter but draped in a range of different themes, such as music, 
sculpting, or collaging, could be developed to give the users a broader range of 
experiences to respond to. 
Another avenue would be to target the current version of One Removed at 
people who are more accustomed to the vernacular of games and procedural rhetoric 
than the average public, such as video game journalists, reviewers, other game 
designers or video game theorists. They might be in a better position to evaluate the 
works in their current state, and provide their thoughts on their value of the work. In 
fact, this group of people is who I had in mind when I first started creating my 
prototypes. 
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6.3.2 Realisation of One Removed 
One of the main reasons why One Removed ended up being a series of 
rhetorical game pieces rather than attempts at actually creating the kind of games 
they discuss was the lack of resources in terms of software development manpower 
and skill.  
If more resources were available, it would be interesting to attempt to actually 
design and implement such a game. 
At this stage any discussion of what topics such research would cover would be 
to a certain degree speculative. However, there are two main questions that would 
likely drive the research. 
Firstly, there is the question of technical implementation. Human beings are 
quite adept at using processes of intuition and approximation to make judgement 
calls to determine the value (whether artistic or monetary) of creative expression. 
Computers lack this ability and instead have to be given very detailed instructions to 
be able to perform the same task. In Art Hero I demonstrated this by severely 
reducing the scope for the users to express themselves, and also narrowed the 
judgement of the game logic to two very simple parameters. Even then the algorithm 
that determines the end result was not easy to design. The algorithm that determines 
the score in Art Hero has multiple limitations, the main one being that the scoring is 
such that there are only a very small number of possible combinations that can result 
in being given the highest score. Effectively this means that a high score is only 
possible by doing what the designer had in mind, which violates the eighth parameter 
I set forth for games where creative expression is the objective. To produce a game 
which fully complies with my parameters, the algorithms for judging the creative 
expression would have to be vastly more sophisticated than the ones I used, and any 
research in this direction would have to take the technical implementation into 
account. 
Secondly, there is the question of design direction. Even if a game can be made 
that uses sophisticated algorithms to determine the value of creative expression, the 
behaviour of those algorithms will be determined by the people who design them. 
The designers of such a game would therefore have to determine the ‘taste’ to imbue 
the algorithm with. For example, in the case of Art Hero, the algorithm favours 
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symmetry and does not respond well to minimalism. If a player places a single dot in 
the middle of the canvas, the game returns a very low score. But in a more complex 
game minimalistic creative expressions could be recognised and evaluated in their 
own right, if that was the desire of the designers. It is important to note that this 
notion of imbuing the algorithms with ‘taste’ is not in violation with the eighth 
parameter. The analogy is that it is like picking a particular judge for an art 
competition, but the contestants are still free to paint what they like and have their 
works judged on their merit. Similarly, the algorithms would have to have 
parameters for how they would value creative expression, but still allow for a wide 
variety of outputs to qualify for high scores, and not just those particular ones 
envisioned by the designers. Any research into this area would have to answer the 
question of what categories of expressions would be catered for and what kind of 
‘taste’ to imbue the algorithms with for each category. 
6.3.3 Player Created Solutions to Obstacles 
The focus of this study, and the games that make up One Removed, has been 
specifically on players’ creative expression. Taken in a narrow sense, this could be 
read as only applying to games where players are making art of some kind, which 
would mean the ideas of this study only applies to a very small sub-set of games. 
However, the underlying idea of the study is the concept of analysing and 
interpreting what the player is doing and responding to that, rather than have a 
preconceived notion of what they should be doing and responding to how well they 
conform to that notion. This principle is one that can be applied to a much wider 
range of games. One way would be to create games where the player gets to come up 
with solutions for obstacles, instead of selecting from solutions already created by 
the designers. 
In Deus Ex: Human Revolution (Square Enix, 2011) the player is faced with 
many obstacles, a number of which offer multiple different ways to overcome them, 
thereby allowing for multiple different play styles. For example, if a player is faced 
with the obstacle of getting through a locked door they can use their technical 
hacking abilities to override the lock, they can use exploration to find an alternate 
way around the locked door or they can use force to break through the door. The 
different approaches align with the three main archetypes of play styles in the game: 
technology, stealth or brute force. Therefore, even though the game allows for 
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multiple ways to overcome an obstacle, these are choices that are predefined by the 
designers of the game.  
In a video game we accept this limitation of choice because of the way video 
games are currently constructed. However, if this scenario was presented in a more 
traditional pen and paper role playing game the players would benefit from a much 
larger possibility space in terms of how they wanted to overcome the challenge of 
getting past a locked door. They could conceivably have performed such actions as:  
 Going to a hardware store to purchase tools to dismantle the door by its 
hinges 
 Attempting to pick the lock, after first researching it on Google 
 Calling the supervisor’s office for the building and bluffing them into 
opening the door 
 Renting costumes and convincing whoever was on the inside of the door 
that they were there to deliver pizza 
 Saving up a considerable amount of money to buy the building, thereby 
obtaining the key to the door legally 
 Calling the police and claiming there is a crime in progress inside and 
getting them to break down the door 
 Pulling the fire alarm, to get the people on the inside to come running out 
 Looking for a key under the door mat 
 Simply knocking on the door and see if anyone would open 
Once the players had chosen their particular approach, the game master would 
have evaluated their proposal and made a judgement about whether it was going to 
work or not. So though this dynamic of the players creating solutions to a particular 
obstacle and having their solution evaluated is one that is currently easily available in 
pen and paper role playing games, it is still lacking in video games.  
It is my hope that future evolution of the medium will bridge this gap and 
improve the possibility space for what players can do in games to overcome 
obstacles and reach objectives. 
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6.3.4 Adjusted Narrative Based on Player Actions 
Another way to apply the principle of interpreting what the player is doing 
could be to adjust the narrative of a game depending on player actions. 
In many games there is a main narrative that has been created by the designers 
and which the players are expected to follow. In open world games this is often 
implemented as a series of missions which the player must follow to reach the 
conclusion of the game. The player often has freedom to approach these missions in 
different ways, but the main beats of the narrative are usually pre-scripted, including 
pre-recorded dialogue. This can create some issues if the emergent narrative created 
by the player’s choices and his behaviour in the game does not match what is being 
told in the main narrative.  
In Splinter Cell: Chaos Theory (Ubisoft Entertainment, 2005) the main 
narrative is that the player plays the role of Sam Fisher, an elite secret agent, as he 
tries to prevent escalating international tension. All the main beats of the story, and 
the lines of dialogue, are written with the seriousness and professionalism of this role 
in mind. However, the emergent nature of the game allows for many different player 
narratives that could differ from the designer’s pre-determined narrative. For 
example, the player could make a habit of hopping around in circles whenever the 
enemies are far enough away. Or they could make a habit of shooting a pattern of a 
smiling face into a wall during every mission. None of these things would ever be 
commented on by any of the characters of the game, even though Sam Fisher is in 
direct contact with them during his missions. The characters should logically know 
about this odd behaviour, but they have not been given any dialogue to address it, 
and therefore never do. 
In many cases this disconnect between the player’s emergent narrative and the 
pre-scripted designer narrative will lead to nothing less than slightly amusing 
moments within the game. But in some cases the failure of game characters to 
comment on something so unexpected that is happening right in front of them can 
seriously undermine the main narrative and break the player’s suspension of 
disbelief. 
Admittedly, there are an increasing number of games that have branching 
narrative so that the player can influence which direction the story will go in. But 
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these narrative systems mirror the example getting through the door. They offer a 
number of possibilities for progression that is larger than one, but all the possibilities 
are still just those crafted by the designers. 
In the future I hope to see games that actually examine and interpret what the 
player is doing, rather than measure based on preconceived notions, in order to more 
organically shape the ongoing narrative by responding to player actions. 
6.3.5 The Uncanny Valley of Game Worlds 
The importance of interpreting what the player is doing in order to respond to 
them might seem to be minor for many video game theorists, researchers or 
developers. Most players accept the limitations of the games they play and the 
gameplay experience is not materially diminished by the game not responding to the 
player’s emergent behaviour. However, that may change as video games become 
more realistic.  
The notion of the uncanny valley (Mori, MacDorman & Kageki, 2012) is used 
in the fields of robotics and character animation and describes a sharp dip in 
familiarity as the design of an artificial character approaches human likeness. When 
the likeness is low we do not consider whether it should appear to be human, and 
accept its appearance without question. But as the likeness approaches, but has not 
yet reached, human level we experience a sense of strangeness because we expect it 
to appear and act as a human, and it fails our expectations.  
Similarly, in the early days of video game development it was easy for video 
game developers to get players to accept the constraints of the artificial game world, 
as it bore little resemblance to the real world. But as game worlds are becoming more 
and more realistic, players are likely to expect to perform similar actions as they 
would be able to in a similar real world context. And they will also likely expect the 
games to respond realistically to their actions as well.  
We might be approaching an uncanny valley of game worlds, where the 
likeness and realism of the world is so high that we will not accept the fiction of the 
world unless it acts and responds realistically as well. If this happens, having games 
interpret the player’s action and respond to them will become a necessity rather than 
a theoretic ideal. 
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6.4 FINAL THOUGHTS 
In the end this study does not draw any conclusions regarding the viability of 
games where creative expression is the objectives in a video game context. It makes 
no judgement whether these games should be made or not, or whether they are ‘fun’. 
It merely invites reflection and conversation regarding their possibility. 
Video games have come a long way in the last five decades, and they are still 
evolving. Perhaps they will evolve in some of the directions I have described in this 
exegesis; perhaps they will not. Either way my hope is that my research can serve as 
inspiration, either to game researchers or game designers, to continue the evolution 
of our craft.   
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Appendices 
Appendix A 
Games Cited 
Creative Engineering, Whac-A-Mole. Creative Engineering, 1976 (Traditional non-
digital arcade) 
Funcom, Anarchy Online. Funcom, 2001 (PC) 
Funcom, Anarchy Online: Notum Wars (Booster Pack). Funcom, 2002 (PC) 
Funcom, Anarchy Online: Shadowlands (Expansion Pack). Funcom, 2003 (PC) 
Harmonix, Guitar Hero. RedOctane, 2005. (PlayStation 2) 
Harmonix, Rock Band. Electronic Arts, 2007. (Xbox 360) 
Jeff Tunnel Productions, The Incredible Machine. Dynamix, 1992. (PC) 
Konami, Scramble. Konami 1981. (Arcade) 
Krome Studios, Hellboy: The Science of Evil. Konami, 2008 (Xbox 360) 
Krome Studios, Legend of the Guardians: Owls of Ga’Hoole. Warner Bros. 
Interactive Entertainment, 2010 (Xbox 360) 
Krome Studios, Transformers: Revenge of the Fallen. Activision, 2009 (Wii) 
Krome Studios, Star Wars: The Clone Wars: The Lightsaber Duels. LucasArts, 2008 
(Wii) 
Maxis, The Sims 2. Electronic Arts, 2004. (PC) 
Mojang 4J Studios, Minecraft. Mojang, 2011. (PC) 
Rockstar Games North, Grand Theft Auto: San Andreas. Take-Two Interactive, 
2005. (PC) 
Square Enix, Deus Ex: Human Revolution, Eidos Montreal, 2011 (PC) 
Ubisoft Entertainment, Prince of Persia: The Two Thrones. Ubisoft Entertainment, 
2005 (Xbox) 
Ubisoft Entertainment, Splinter Cell: Chaos Theory. Ubisoft Entertainment, 2005 
(Playstation 2) 
Ubisoft Entertainment, Splinter Cell: Double Agent. Ubisoft Entertainment, 2006 
(Playstation 2) 
Ubisoft Entertainment, Surf's Up. Ubisoft Entertainment, 2007 (Xbox 360) 
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TV Shows Cited 
Roddam, F. (Executive Producer). (1990). Masterchef (Television series). Islington, 
North London, UK: BBC 
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Appendix C 
Contents of CD 
Accompanying this exegesis is a CD which contains the creative works created for 
this study. The contents of the CD are as follows: 
 CSS – A folder containing the cascading style sheet settings used for the 
web pages; 
 Games – A folder containing the six games that comprise the One 
Removed series. Each game is compiled as a Unity web application and 
has an accompanying web page which facilitates downloading the Unity 
web player if it is not already installed; 
 Images – A folder containing the various images used by the website; 
 Pages – A folder containing html files for the website;  
 Index.html – The main file for accessing the One Removed website; and 
 Exegesis.doc – An electronic version of this exegesis. 
The version of the website that is on the disc is entirely self-contained and can be 
used without an internet connection. 
 
